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Music And The Brain 

(With special reference to Indian Classical Music) 

By N. Subbalakshmy & Prof. K. Srinivas* 


It is over these past seven years 
that we have attempted formulating our 
concepts regarding the Indian system of 
music and brain function. As neurologists 
we have not stopped marvelling at the 
working of the human brain and its 
unfathomable limits. Normal brain func- 
tion is often taken for granted, but a 
neurological deficit suddenly brings to 
focus what was there originally and what 
is missing now and the repercussions of 
this deficit to the patient 

Our claim to basic knowledge of music is 
that we were nurtured in the Indian cultural 
milieu with the keenness of interest in this 
direction honed by sustained family involve- 
ment with music. Brushing up a little music 
theory, reading biographies of rnaestros, seek- 
ln 9 guidance of some musicians and 
musicologists and attending music concerts 
with an intent to understand more intuitively 
music and brain function during concert, have 
been part of the effort involved in bringing out 
this article. Brief notes on the different phases 
of Indian culture was thought to be necessary 
to provide the background for the study of the 
development of Indian classical music and the 
environmental influences on the 'musical brain'. 
Besides, there are certain extra musical 
aspects of Indian classical music which defy 
definition and are linked to the Indian ethos, 
religion and philosophy. We are aware that we 
have only touched the fringe in dealing with 
such a complex theme, inspired by MacDonald 

Critchfey’s treatise on (Western) Music and the 
Brain. 

Let us start at the very beginning - the 
evolution of the brain Xo reach its present state 2 
Man is sapiens , ‘, the thinking species of genus 
homo', capable of judgement, planning, cal- 
culation and flights of creativity. But how did 
the human brain develop increasingly in its 


complexity to meet the demand on it? It is 
believed that not just opportunity but even the 
original mind equipment that man has been 
endowed with is something special. Geshwind 
hypothesised that at some point in evolution, 
man was under extraordinary selective pres- 
sure with increase in his diverse activities and 
nature found it impossible to keep fitting new 
machinery into man’s brain to meet the 
demands on its function and to duplicate the 
mechanism in the two hemispheres 3 

Lateralisat/on of brain function occurred, so 
that one hemisphere (usually the left) became 
dominant. But the non-dominant hemisphere 
shares the general work load of the brain and 
also has specialised areas of function. The rigl it 
hemisphere is known to be seat of creative 
activity and emotion. We will come back to - 
area when we discuss musical ability. 

LANGUAGE AND EXPRESSION 

From the beginning communication was a 
primary requirement of man . Gesture was 
developed as a crude mode of communication 
and is phylogeneticaily older than speech 4 
With the development of language man did not 
discard gesture but made it blossom in an 
emotive and aesthetic sense into theatre, 
pantomime and dance. It continues to embel- 
lish, qualify and intensify the power of the 
spoken word! Drum beat language codes 
smoke signals and pictorial writing are other 
steps in this communicative drive. 

There is close association between lan- 
guage and musical expression and so a word 
about language development woulu not be out 
of place here. Articulate speech and the 
development of language have many theories 
The stimulus of human interaction, communica- 
tion and cultural input is essential for the 
development of language and for man to be 
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and music may be pictunsed in « ' 

symbolic perception, fornuilarion and exp 
sion, though the processing d.ffers in each of 
these two modes of communication. 

Man s need to communicate through musi- 
cal sounds and rhythm was probably initiated 
by the multifarious aural stimuli from Nature 
and an inner urge for varied expression. The 
poetic allusions to Nature's music abound in 
Kalidasa’s works, " Raghuvamsa ' and 

'Kumarasambhava'. He tells of 'the wind blow- 
ing through the bamboo groves, {the bamboo 
stem having holes in them, bared by the 
wanton bees) to produce Venugana" the 
music of the flute'. Indian music celebrates the 
break of dawn and the romance of the night 


I o l 
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billions of nerve cells in his head have digested 
the auditory signal and distilled them into the 
wisdom of musical perception? For the per- 
former . as he picks up the bow to play on his 
Violin, thousands of calculations have set the 
tone of his muscles and adjusted the strength 
of his imp. His knowledge of the weight of the 
bow, the force of gravity acting, the extent of 
pressure to be applied, the constant feedback 
from the ear to the brain and back to the hands 
are all part of a smooth unbroken chain reaction 
runniint ] ahead by seconds of the music 
rendered! By this, we do not attempt to explain 
musical genius in terms of storage and retrieval 
of information with the clicking of so many 
nerve cells! Pitch, tone, timbre, rhythm, and 
musical imagery determine musical quality. Yet 
another dimension is required for music of 
higher order ’Bhava', the emotive aspect and 
Nadopasana - a worshipful attitude towards 

the wonder that is (primeval) sound - Nada 
P nr thoQGi mi iQiral and evtramusical attributes. 


and ushers the change of seasons with bursts tbere js no better example than the sublime 
of varied melodies for each season. Even the musjc 0 f M g Subbulakshmi. 
tonal quality of each note in the musical scale 

ib likened to Sa (Shadja) - the cry of the Musical Perception 


peacock, Ri (Rishabha) the lowing of the bull, ........ , . 

Ga (Gandhara) - the goat's bleat. Ma (Mad- The musiclan s brain ' ln ,he cour f e ° f hlS 
hyama) - the call of Krauncha bird, Pa long learning must build up an internal scheme 

(Panchama) - the Cukoo's call, Dha (Dhaivata) o) the musical s y mbols wh,ch he has recelved ; 
the neighing of the hoise, Ni (Nishada) - the registered, associated with earlier learning and 

trumpeting of the elephant, as if all music were w hen demanded, is able to retrieve it and 

derived from nature sounds! With the evolution express the same symbols through i his voice 

ol Indian classical music this served as a 01 musical instrument. What we perceive 


befitting medium for religious expression. 

What 1$ musical ability ? The Seashore 
measure of musical talent attempts to score 
this ability, some areas of which are intangible 
and beyond scoring. To the neurologist musical 
ability must mean refined dudiiory discrimina- 
tion, good auditory sensory and association 
areas of the 'brain', keen perception of musical 
symbols, musical memory and imagery and 
clean execution of motor commands for voice 
production or instrumental music delivery. 
While enjoying a favourite piece of music, does 
the listener pause for a moment to think that 


comes as much from inside our head as from 
the world outside, says William James. It is for 
the performer to exteriorise this music within 
his head ' * Musical function localisation has 
not been demonstrated as consistently as 
speech localisation to certain brain areas. But 
thn r e appears to be a patter; i u. liberalisation, 
depending on the type of musical processing 
that is required. The left hemisphere may take 
a lead role when it comes to the sequencing 
and analytic aspects of music and the rhythmic 
aspects. The right hemisphere is more impor- 
tant in melody recognition. The areas f° f 
prosody of speech, reading music and inter- 
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pretation are also placed in the right hemi- 
sphere. 

In a normal music situation, musical per- 
ception is dependent on both melody and 
rhythm and so both hemispheres must interact 

or music perception. Geshwind clearly states 
(195) that y 

"Although the right hemisphere may be more 
efficient in certain perceptual tasks, it ,s not dominant 
jj"— ^ I 13 I®* hemisphere is dominant for 


Performance praxis is a form of therapy to 
recover losf musical ability and hand skills as 
tn the case of the Violin King, Govindasamy 
Ptllat. He suffered a serious stroke, but with 
some recovery, decided to go back to his violin 
playing, (which he did for the better part of 
each day and into the night) till he was back 
on the concert stage within a couple of months 
performing to packed audiences. Such daunt- 
less courage and conviction in the power of 
music defies medical expectations! 


Much of the knowledge of areas of brain 
function comes from deficits, caused by war 
iniunes, operations, strokes: or by stimulation 
of brain areas to evoke responses (Penfield) 
and by sodium amytal injection to create 
temporary experimental deficits. Vascular 
hemispherical lesions causing aphasia (inability 
to speak) are most often accompanied by 

(,he ,oss o1 musical ability), (Henry 
ead), suggesting the dose relationship be- 
tween speech and music areas both of which 
may have similar processing requirements 
Among the subcortical structures, cerebellar 
an basal ganglia dysfunction may lead to a 
^fferent sense of rhythm. One of our patients 
. 9 .°° musical knowledge and appreciation 
■ °u: eve o P ed Alzheimer's disease, showed 

significant deteriotafon in musjcat aWty as 
of global hemispheric dysfunction. There is the 

medical history of an Italian music conductor 
ho had a massive left hemisphere stroke 

speak C r c X? fiCit ^ hfe abi,ity ,0 read ' wri,e ' 
speak, calculate or copy gestures, and his right 

hand was clumsy and weak, but he succeeded 

in playing on the piano the complicated music 

_ ' ral s operas. It is this occasional 

preservation of musical ability, in the presence 

o speech deficit (Luria, Wernicke) that 


Other forms of contemplative and combined 

music therapy are being introduced in India in 

he modem scene. Some Ragas are claimed 

to be particularly soothing and even remedial 

in medical and psychiatric conditions by the 

ancients. Conferences and the combined ef- 

orts of musicians, musicologists, neurologists 

NT specialists and speech tlierapists have 

helped to rethink along these lines in applied 
music therapy. 

Memory .- It is riot possible to undertake 
simple musical piece without employinq 
memory. Long-term memory links with old 
earning and short-term memory is essential 
for new learning. Musical memory requires the 
starting of auditory imagery, visual memory (for 
score reading) and sensorimotor plan (for 
instruments)?. Short-term memory holds a 
record for minutes to hours and depends on 
the brains electrical activity, and is at a 
superficial level. Long-term memory takes over 
desired and the information gets imprinted in 

* he S ' ruc,ure ° f th - Pram and no long ef 
epends on the ability of nerve cells to transmit 
impulses to hold this memory. Synaptic con 

laver°nf S " 9lhen ,hlS nlemor y The deepest 
ayer of memory is emotive and words of a 


speech through music. Tbisi’s tenn^Melodm ommsed 'cat h ' S W " h informa, ' on ‘Pus 
Intonation Therapy and depends as much on' 


melody as on the emotive factors and rhythm for encoding and storage. Mnemonics help 


to stimulate a chain of sound 


to music, .0 here. Retrieval of this modified material calls 


language. 


for planning, rehearsal, organisation, feed back 


and review. 'Overlpnminn" , 

wvenearning can reduce the 


amount of material that escapes the memoiy. 




<?emmanQUdl Srinivasa Iyer, a doyen of Kar- 
Semmanguui ^ h Da r excellence, 

natik music and a ’mn<;imllv 

„ th» mnrprt staqe and musically 
performing on the eonce g 

jn t a c\' at 82 years, states that 

Kriti {complicated precomposed music) singng 
is ol paramount importance Every note ^ 

never go wrong! Repeat me 5«»y 
to perfect If! 

Thus, Indian musicians learn their precision 
of craftsmanship through painstaking years o 
Guru - Sishya Parampara or close-knit family 
training, so carrying on the zealously guarded 
musical tradition. There are any number of 
examples of devoted Guru-Sishya learning in 
thp South and the Charanas of North India but 
the concentrated talent of the Lalgudi family or 
the Dagar family stand out and is comparable 
to the Bach family in Europe. The Dagar 
Brothers can trace their musical lineage to over 
16 generations reinforcing the view that 
heredity genetics plays as great a part as 
musical environtment in promoting musical 


The long aural tradition is the strongest link 
which binds together all the types of music 
which may be considered as belonging to the 
historical beginnings of music - the - Far East, 
India, Africa.,. Committing to vast trcts of 
memory is a skill which is virtually unknown to 
the modern world but the long oral tradition of 
India seems to have strengthened this ability 
in many musicians Saiabha Sastri, who was 
visually handicapped, was a ' Ekasantagrdhf 
i.e., with one run of a musical piece, he could 
memorise the song with all its nuances. Mozart 
wa^ known to conduct a whole concert without 
the score in front of him, a most complicated 
exercise in orchestral and harmony - based 
music,. He said that he could hear a musical 
work as a single event, not successively, which 
probably means that he grasped all the tem- 
poral interrelationships of the music as a single 
pattern! 


As opposed to 


r.-m T! 


whole system of Indian class 


ssical music the 


music has 


developed along melodic lines. Our musical 
tradition cannot be traced to a single source, 
as it rs the product of many layers of indigenous 
and foreign cultures. Music arose from the 
masses and classical Indian music was drawn 
from folk music and the Panns of the South. 
Persian and Moghul influence was felt in 
Hindustani music, while the compositions ol 
tpg Trinity of Karnatak music resulted in 
composition - based music in the South though 
innovative raga - singing still holds centre stage 
in the South as well. The mellifluent Sopana 
Sangeeth’ of Kerala and the rendering of 
Tevarams (in praise of Lord Siva) in Tamil Nadu 
retain the flavour of the older form of music, 
with emphasis on straight, sustained notes and 
few attempts of graces. Just like the regional 
cultural and linguistic diversity in India, the 
musical idiom also varies from place to place. 
Classical dance is a strong linking force and 
as Jon Higgins rightly pointed out: 

Dance music is not a mere accompaniment to 
a dancer but rather the living source of the dance 
itself. 

Starting from the period of the Sam a Veda 
( Circa- 1 millennium BC) the high points of 
Indian Classical music development are many 
but we can dwell on just a few here. The years 
1750-1850 saw the zenith of musical excel- 
lence in India. At a time when the West 
produced Mozart, Beethoven, Haydn, and 
Wagner, India's musical masterminds, the 
Trinity of classical music emerged in the holy 
soil of the Kavery bed in Tiruvarur neat the 
cultural capital of the South, Tanjavur, 
Tyagaraja, immersed in devotion of Lord Rama 
poured forth his feelings in spontaneous 
melodic worship and 'Kritis' charged with affect. ] 
He expressed the deepest Indian philosophy 
in simple terms. When the Maharaja of Tanjore 
offered him the honoured post of court musician 
he turned it down politely with an indication ol 
his choice of path with the immortan soncj 
Nidhi chala sukama, Ram uni sannidhi sew 
sukama? Nijamuka balku manasa' (Tell 
truly my unwavering mind, is wealt' 1 
pleasurable or the eternal peace of serving 
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Voice Production and Training 


Rama?) Muthuswami Dikshitar’s music had the 
power and majesty of the Vainika (Veena 
player) tradition, dressed in scholoriy and 
meaningful words, and intricate rhythmic pat- 
terns. Syama Sastri's praise of Shakthi has a 
rare lilting musical quality. In the North, Tansen 
(1506-1595) one of the Nine Gems of Akbar’s 
court brought Dhrupad singing to its glorious 
heights. The Alwars, the Nayanmars, Surdas, 
ileeiabai, Tukaram and many other composed 
in the Bhakti (worship) mode 


Indian writers stress that the primacy in 
music belongs to the human voice. It is through 
the voice that the union of audible sound and 
intellect is most subfjy achieved. Voice produc- 
tion depends on the respiratory excursion 
(expiration) and the consequent build up of 
mtrathoracic anc infraglottic pressure which 
must reach adequate levels to cause vibration 
of the vocal cords and throw it into folds. The 
vocal cords act like the reeds of a wind 


I Indian music demands a great deal of 
musical imagery and innovative ability Wit fun 
the framework of basic grammar, 
manodharma' or innovative capability, espe- 
cially in the rendering of Ragas is called for. In 
Haga - the music is concerned with the 
development of a single melodic line in its 
ascending and descending scale structures, 
displaying many facets of each single note in 
relation to the next in Hindustani music, 
characteristically the portamento, is achieved 
beginning with one or two notes, and the Raga 
extends without a break until the notes have 
been rounded in three octaves. The Toal'fbeat) 

“ -r d r d 0f thiS P° int b * way of VabTa 
(Kettle drum) or the Pakhwaj (two-headed 

drum) and the pace and tempo rises in the 

i^simo style. Set compositions are also 

tendered with rondo or recurrent rnolif. 

Ariyakudi Ramanuja Iyengar, another Mar- 
gadarsi - path finder of Karnatak music who 

J 8 ** V ™ the COncert sta 9 e * felt that music 
should take grammar in its stride and that 

nothing should be done to violate the unity of 

e aga, tile song and the Swras (notes). 


instrument by their capacity to stretch, narrow- 
ing or widening the passage between them to 
produce modulation in pitch, and tone. Articula- 
tion, Voicing’, and timbre call for the action of 
other areas like the lips, tongue, paranasal 
sinuses, chest, diapharagm. A great deal of our 
ancient concepts of voice production and voice 
training are based on physiological principles 
as followed by the West today. The voice must 
arise, from the Muladhara'^ (the lowermost 
pelvic psychic centre’) and travel via other such 
centres in the stomach, chest throat in its 
upward journey to the head. Voice culture 
through basic voice exercises (as prescribed 
by Purandaradasa), yogic asanas (physical 
exercises) and Pranayama (yogic breathing 
exercises), the maintenance of Sruti (key note) 
and development of range of 2 1/2 octaves is 
aimed at. Meditation improves the power of 
concentration and a religious frame of mind 
(which comes natural ly to the Indian musician 
as most composition-based classical music is 
religious) allows the, Bhava' to flower. Soul-stir- 
ring music transcends time and space. Voice 
training in Dhrupad singing (the oldest form of 
vocal melodic rendering) has been perfected 


The pragmatic aspects of Indian cla^sica 

music are emphasised by D. K. Pattamrnal ii 
these words : 

I universal °' 9<XXf mus,c «"> and 

heren^ J’SL b 5£ requirement is the strict ad- 


to a fine precision. It employs Jivya', ’Santi’, 
Murdhan , Tatva and Usht’ ie., tongue, teeth, 
mouth, plate and lips render the song. The 
finest technical grasp is encouraged in the 
trainee to differentiate between the most minute 


rhvthm Voi j?** • and unernn 9 observance of 
T)ielinaa?^I.TL' ,re 1 dispensable tor a vocalist 

tbni w f k " ow tfle meanin 9 of the (compost- 

! nd ° r tfie so "9 with proper teeling a^d 
emotion and pronounce the words deary. 9 


intervals of sound and to produce it authenti- 
cally. The power of vocalising carries its own 
emotional impact, the voice sparking off a 
charge which intensifies as the vocalist, per- 


cussionist, and the tambura (drone) fuse on 
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the heady thud of the 'Sam' (the stressed beat 
of ,he Tal to which singer, instrumetahst and 

pe^ssionis, must 

tjsxcsztL « * 

tion!. 

Instrumental Music and Its Demands 


nan in tits masterly sweep of every possible 
aesthetic bowing technique. At a solo perfor- 
mance, the Violinist in allowed more free 
expression of his individuality but as an accom- 
panist to the vocalist, he must conform. 

Veena holds an exalted place as the 
instrument played by Saras wathi, the Goddess 
of t parnina and is considered closest to the 


Reference to instrumental music rendering human voice. It is equipped with two resonators 
calls for a review of primate evolution. With the of goU rd or wood. There is the plucking right 
specialisation of the cerebral cortex.the receiv- hand creating deflection of the string to produce 
jnq areas allocated to the hand, face and foot the desired frequency and tonal quality while 
(especially the nad area of the cortex) and left hand moves up and down the frets to 
those discharging motor commands, are dis- p ro duce the melody, Dhanammal, of a great 
proportionately enlarged as seen in the human mus j c and dance lineage, wrought such musi- 
homunculus representation. This increase in ca | ma gj c with this instrument that she became 

size organisation and specialisation of the hand a legend in her lifetime as the one and only 

area of the brain is the leading factor in the veena Dhanammal", a title conferred upon her 


exceptional hand dexterity of man, put to popular appeal! She brought out the finest 
remarkable use in instrumental music playing. nuance s of Indian classical music and the 
The internal musical scheme, mentioned ear- G ama kas (graces) embellished her music 


lier. is transferred to the hands of the player. w jthout much ado. 


It is not possible to cover in detail the 
musical instruments that abound in Indian 
classical music, but we will touch on this area 
with special reference to brain hand function 
and the wind instrument demands. The 
Western Violin was adopted for Indian music 
around 1790 - by Balusamy Dikshitar who 
leamt some of the playing techniques from the 
British Band Players. The Indian Violinist sits 
cross-legged and rests the scroll-end of the 
Violin on the medial aspect of his ankle (which 
position can cause compression of the nerve 
and paresis). As the Violin does not have frets, 
the placing of the fingers has to be precise, 
especially as the distance between the notes 
of the scale become progressively less as one 
proceeds highei up the finger board. Imagine 
how much skill and practice is called for in this 
veture! Glissando, sliding from one note to the 
other is practised by many indian Violinsts 
achieving very liqud notes. Pizzicato - plucking 
the strings with the fingers is Kunnakudi 
Vaidyanathans speciality. 'Ricochet' or bounc- 
ing the bow is practised by M. S. Gopalakrish- 


It was to capture these minutest inflections 
of Dhanammafs divine music, so that hey are 
not lost to posterity, that Rangaramanuja Iyen- 
gar notated her music, and later brought out a 
great compendium of notated music of the 
Trinity of Tanjore named jQ'Krithimanimalai' in 
five volumes. This was no mean feat of 
analysing and seguencing expertise inspired 
by a rate dedication to the cause of preserving 
traditional classical forms in all its purity and at 
a time when musical notation was not yet 
established as a method of recording music! 
Was it that the left hemisphere of Ran- 
garamanuja Iyengar (musical sequencing and 
rhythm) 'joined hands’ with his right hemisphere 
(melodic perception) across the corpus cal- 
losum of the brain, to bring out this treasure- 
house of musical information? Other such 
theoretical exercises of immense value are 
Ramamatya’s delineation of the scalar pattern 
and Venkatamakhi's classification of Raga 5 
(1620). For full scope of the melodic line in 
Classical Karnatak music Ramamatya (1550) 
introduced in addition to the7 basic notes, the 


I use of 5 other notes and 4 extra-ordinary notes 
(semitones, microtones), which formula holds 
to this day. !he hairs breadth distinction in 
sound detween notes can be reproduced by 
the maestro and probably picked up by the 
trained ear! 

Venkatamakhi wrote the " Chaturdandi 
Prakashtka " where he drew up the 11 
complicated’*72 Melakarta (Parent Raga) 
Scheme of Karnatak music, modified inpart by 
Govindacharya. The recent efforts of Vishnu 
Narain Bhatkande to classify broadly Hindus- 
tani music Ragas into ten parent Ragas is 
much less complex and does not cover all the 
Raga possibilities. By these efforts of classifica- 
tion many have contributed their area of 
expertise for the preservation of the muical 
form. Maha Vaidyanatha Sivan has composed 
a whole Ragamalika’ (a single musical piece 
liffered as a garland of Ragas) employing all 
the 72 Melakarta Ragas! Koteswara Iyer has 
rendered Kirtanas in all the 72 Melakarta 
Ragas. In modem times, Balaehander on the 
Veena has produced audio cassettee album in 
twelve volumes to represent the 72 Melakarta 
Ragas. Indian music archives have learnt to 
preserve these extra-ordinary contributions to 

our musical heritage though the oral tradition 
still holds sway!. 

Coming back to musical instruments. 12 
the Hindustani Sitar' also has frets, and has 
thrilled audiences all ove the world in the deft 
hands of Ravi Shankar. With Amjad Afi's 
expertise, the Sarod (with a wooden belly, and 
a parchment stretched over it, a metal finger 
board and no frets) music is scintillating. Among 
the wind instruments, the Flute (made of 
Ibamboo and an instrument of antiquity used 
in folk music) was brought to the concert stage 
in 1895 by Sarabha Sastri of Kumbakonam 
Tile North Indian flute "Bhansuri* is twice as 
iong and an octave lower than the Karnatak 
Venu. In the Indian flute the tranverse hole is 
blown tangentially and the lips cover 1/4 of the 
hole through wich the wind is blown. In the 
hands of the wizards T. R. Mahalingam or 


Pannalal Ghosh, even a single phrase could 
pack in so much style, virtuousity, artistry, tonal 
quality, verve and power , Another wind instru 
ment, the ‘Shehnai’ of Bismillah fame augurs 
good tidings and is played on auspicious 
occasions. Its equvalent in the South is the 
Nagaswram a much longer wood wind instru- 
ment with a large volume of dead air space 
which has to be filled adequately by the 
performer, even before any sound can be 
produced! It calls for tremendous vital capacity 
and stamina. The performer employs the throat 
alone or alternates throat and tongue move- 
ment to produce the music. Nagaswaram is 
historically linked to South Indian temple ritual 
and on special occasions the festive form of 
the presiding deity is taken on a palanquin on 
the eircumambulatory path to the lilting tune of 
the Malian or Rakti\ Rakti is a small swara 
passage but a Laya' (rhythm) teaser, steeped 
in arithmetical intricacies and a severe test of 
the calibre of the performer. The percussion 
accompaniment to the Nagaswaram is the 
Tavil a special two-headed drum, which 
employs the stick in one hand. In the hands 
of Valayampatti Subramaniam it produces the 
rumble and roll of thunder followed by the 
murmur of a passive cloud’. It is said that 
Subramaniams father had wanted to groom 
him to become a Nagaswaram maestro, but 
his Laya genius craved for e\pression and at 
sixteen years of age he was acclaimed the 
Wonder Tavil boy", It was only recently tht the 
Nagawaram and Tavil were brought to the 
concert stage. 

The great speaking drum of Palghat Mani 
could utter the words and sentiments of i 
Tyagaraja lyric in accompaniment, when he ran 
his precision packed magic fingers over the 
two-headed South Indian Mridangam In the 
hand of Alla Rakha or his son Zakir Hussain, 
the Tabla does not remain on the monotonous 
plane of mathematical breakdown of beat, but 
shows flights of magical rhythm and delicate 
touch of artistry that enhance the beauty of the 
musical experience. Indian music has rhythms 
of the most elaborate kind and an exciting 


"i^l 

* Melakarta Raga Scheme form the parent Ragas having all seven svvaras (notes) both in 

oscen mg and descending scales Each Mela Raga has the scope, by permutabon and oonbiraton of Swarasthanas 
tion) to form 484 Janya (kids) Ragas. So the 72 Mein Ragas have a potential to form 34776 Janya Ras Of course 
Is is « nly an urithemticnl projection and not a melodic feasiilify' as Shri S Rujan tells us. 


fusion is achieved between the percussive and 
melodic lines. Syllabi mnemonics are used to 
train in these various beats for drum playing. 

The Auditory System 


The Modern Music Scenario 

In the early evolution of our music, a lot of 
experimentation with individual notes and 
scales must have taken place. Fretted instru- 
ments, especially the Veena are most useful 


To be able to hear the music is important f or teaching and visual demonstration of sea lor 
to the performer and to the audience. The j n tervaJs. On this instrument the demonstration 
auditory system is marvellously arranged in a G f j a \ a < , beat and Gamakas’ is possible, 
tonographic manner right from the inner ear to as p| a yjng the chord for harmony- based 
the auditory cortex of the brain. Even in the mus j c The early concept of group singing 
brain one can map areas of lowest tone to v r i n q ai finds mention in our early texts Vadya 
highest tone! This faculty diminished in Ludwing vrinda’, a favourite programme of archestral 
van Beethoven (1770-1827) and he became mys j c on Af| j nc jj a R a dj 0 from the 1950s was 


progressively deaf from about 35 years of age. j n j(j a t et j ^ E m ani Sankara Sastn. the Veena 
When he composed the Ninth Symphony (the maestro Hjs nephew Kama Sastri and Rayjn 
greatest music) he was stone deaf. The silence Shankar were a|so jn com { and 

without perhaps helped to internalise his musi- notatjng musjca| scores for archestraj musjc h 
cal power. He heard what musicians' term the , , -n. , .. .. 

“ _ . the classical mould. Though the earlier concept 

music of the inner ear . The importance qiven K 

. . . * . . , . ... . y was only singing in unison, composmq in terms 

to Anahat Nada or unheard levels of sound . . k , ' “ 

may apply here of harmon y- based music as in the West, was 

achieved later. Much of modem Indian film 


What About the Audience? music is orchestrated and has immediate mass 

appeal. Today Jugalbandis' are tracing the 
The musical appreciation is greater in an common thread of the North-South music 
infomned listener. Auditory cues may lead to systems. Fusion music’ binds East and West 

inteluvti^ ICI * 3 rT? 4 - W ^' C TK^' VeS ks * ef1er ' n universality of music, perhaps bringing 

imwS , Unexpected in back memories of monodic sacred music and 

wTta"„rr T tS ° f "**“» Gre gorian chants to the Westerner and 

manv sumrise mn « at,cs and t0 ° awakening new musical possibilities in the 

many surprise moves can be disturbing to the onental!!. 

listener and defeat the purpose of music in the 

c assical mould. Bhava the emotional content The Future of Classical Music - The 
o a song can raise can raise the audience to Demands of the Modem Mind/Brain 

higher aesthetic pianes. Rhythm can be com- „ 

p ling and encourage total audience participa- 0Ur mus ' c iS *° thrive, a number of things 
on in the accepted rhythm-centred stretches n "' JS! c,ian 9 e - scholarship and attitudes 
0 6 concer t- Synaesthesia - regarded as a * owards n °n-classical music.Only then can we 

sensory overflow from the back of the neck * <ee P U P Wl * b a new age. different living 

annrpr c S ^' ne ma ^ a * n the musical cond ^ ons and a different pace' said flute 
bevnr. 3 !° n some When music has spilt maes * ro Vis wan a than of Wesleyan Univer- 
deupinnm ? Ual mecban 'cs, beyond the S !^' bimse, t a traditionalist and a man of 

bevonri th &n f0U ^ 3 senes °t movements V ' S '° n " err| phasised the need for analytical 

T " 0 ™- T 1 mu5,c scholafshi p use °* 

the imact wh on f - es P ondln 9 and increasinq _ curnent,n g devices. Voluntary bodies like 
the glory of Nada th« ^ Space stand stiI * in S , ,C ' MACAY are making efforts to increase 
is comlete! en he musical experience c 3551031 music awareness in the youth. Many 

music acodemies and music research centres 
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all over the country are preserving the musical 
archives and adopting modem methods. 

Human evolution is a continuing process 
and this great music tradition will continue in 
spite of change in attitudes and musical 
style. 13' Here is a music evolved, refined and 
sifted through 20 centuries of the arising, 30 
centuries of tradition and 40 centuries of 
philosophical searching so old and yet so vitally 
in our midst today, speaking to us even in the 
West across vast historical and geographical 
distance, speaking with universal appeal", says 
Peggy Holroyde with great knowledge and 
insight Indian music is interwoven into the very 
fabric of indian life. Bharata’s delineation of the 
purpose of music in his dance and music 
treatise Natya Sastra (circa 2nd Century B.C.) 
will serve to further reinforce our faith in its 
eternal quality. In translation it reads. 

This art is not merely for your pleasure, but 
exhibits Bhava' for all the three worlds I made this 
art form following the movement of the world, whether 
in work or at: play, In profit, peace, laughter, battle or 
slaughter, yielding the fruit of righteousness to those 
who follow the moral law , a restraint for the unruly, 
a discipline lor the follower of rules, sport for kings, 
enduranoe fo the grief-stricken, informed with various 
passions of the soul, linked to the deeds of all mankind, 
the best, the middling and the low, affording excellent 
counsel, pastime and all else..,.! 

We thank Shri S. Rajam, musician, 
musicologist, artist and philosopher for review- 
ing the article and for his valuable comments 
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Raga for Roga* 

By K, J. Iyengar 


Lamps started flickering by them- 
selves on their own as Saint Tyagaraja 
was delineating Raga Jyotiswarupini at 
Pudukottai. 

There was a heavy downpour of ram on 
parched Ettayapuram as the great Muthuswami 
Dikshitar rendered Raga Amrutavarshini. 

It would indeed be a folly to dismiss these 
(epoch making events as mere miracles to be 
forgot en. These were historical facts inscribed 
in the annals of official recorded documents. 

Even inveterate skeptics can hardly erase 

from our recent memory the wide newspaper 

coverage of a similar remarkable achievement 

of Violin-maestro and stormy petral of the 

| current Kamatak music scene, Kunnakkudi 

Vaidyanathan, who brought heavy showers of 

rain on Chennai a few years back even as it 

was gasping for breath without water, by no 

other means than bowing his Violin, standing 

iif knee-deep water in the shores of Marina! 

One can ignore this feat also as a freaskish 

ac ident but at considerable distortion of living 
history. 

It has been scientifically proved in research 
laboratories and in the fields that even plants 
and animals respond effectively to the soothing 
strains of music - plants grow better and faster 
while cows yield more milk with higher fat-con- 
tent on account of the beneficial influence of 
gentle music. 


imponantly it has various other dimensions too 
for the benefit of suffering humanity' at large. 

The Chairman of the British Society for 
Music Therapy, Vidwan Muriel Warwick, la- 
mented as follows ; 

Juliette Alvin's death in September 1982 at the age of 
85 means the end of a remarkable era of pioneering a 
passior lately -held belief in the therapeutic application of 
music based on its healing properties Through her dedicated 
example and determination, she paved the way for growing 
recognition of music therapists working in health and 
education services in Britain. 

India is proud of her hoary heritage of 
religious and spiritual Naada Vidya from time 
immemorial starting with the Pranava Mantra 
OM , Sama Veda chants, Sri Krishna s be- 
witching Venu Gan a, the Goddess of Learning 
Saraswathi s irresistible Veena Vadan, Narada 
Muni teaching Sangeetha to Hanuman, the 
holy Nadarnuni s Divya Prabanda melodies, the 
Trinity's enrapturing Keerthanas, etc. 

Despite this glorious tradition, we are still 
amateurs in the important field of a systematic 
scientific research and study and, above all, 
the salutary practice of the art of Music Therapy 
as understood in the most advanced modern 
worfd. We have had no Society for Music 
Therapy nor pioneers like Juliette Alvin, Muriel 
Warwick and other stalwarts as in Britain and 
other Western countries. We have virtually to 
start from scratch in this vital field of Music 


Prof. Singh of the Annamalai University had 
come out with startling facts and figures 


Therapy in all its hi-tech aspects in the interests 
of the mentally suffering and the physically ill. 


confirming the above in his thesis some 

decades ago based on extensive field experi- 
ments and studies. 

All this only emphasises the fact that music 
is not only fine entertainment but more 


However, the situation is not wholly bleak. 
For instance, Dr. S. Snnivasan, a Bombay- 
based M.D. in Pharmacology with post- 
graduate training in USA besides being an 
accomplished vocalist well-versed in both the 
Hindustani and Karnatak systems of music, 


r ■ ^ 1as c onfirmed beyond doubt in his "First 


(popul ly wn^ as^arac'h j Raja ao^ T ^ Sangeetha Vidwan K Rajagopalan of Bombay 

Raga Dh.rmava.hi fo, nearly three ho s “ W< ”' d °' Ci * His * T.P. of 

■ n..rly three I, ours a, Anushak.rnaga, some years back was a landmark musical 


Person Singular Account, published in the 
August 1991 issue of the Indian Journal or 
Internal Medicine as under . 

Music Therapy is quite successful in vanous diseases 
like Rheumatology. pi»in management, elective surgery, 
neurology diseases, psychiatry, and gaslro intestinal 

disorders. 

In another thought-provoking lec-dem at the 
Indian Medical Association, Bombay, Dr. 
Srinivasan was frank enough to frame the 
problem as follows'. 

"On the one hand we have the exaggerated claims 
made by the musicians and medical persons connected 
with various systems of alternative medicine, purporting to 
cure an assortment of illnesses, both organic and functional, 
without appropriate data to back the claims. On the other 
hand, there are many professors of medicine and psychiatry 
who tend to dismiss casually any likelihood of a therapeutic 
benefit accruing from music. The truth in fact lies somewhere 
in between. It can only be approached with a judicious 
blend of scienoe and art employed in a carefully selected 
group of patients. 

It is worthwhile examining in detail the 
current state of affairs in respect of this useful 
alternative therapy of healing music. 


therapist of Chennai, modestly claims : I try 
to make the sick well and the healthy happy. 

Dr B. N. Manjula, Assistant Professor of 
Psychiatry, National Institute of Mental Health 
and Neuro-Sciences (NIMHANS), Bangalore, 

says : 

"Music therapy is like vitamin to the mind and body, 
not a drug or anti-biotic." 

She cites the recent example of the 
wellknown mathematical genius, Vasisht, a 
newspaper celebrity some years back, who 
became a mental wreck and was undergoing 
treatment in NIMHANS. Vasisht who also grew 
into an incorrigible tobacco-addict besides, was 
brought back gradually to near-normalcy by 
pumping in regular doses of healing music daily 

over a sizeable period of time. 

■ 

Dr. C. E. Guzetter of U. S. A. speaks of 
the sobering effect of relaxation induced by 
music therapy on patients in a coronary care 
unit with presumptive acute myaeardial infarc- 
tion. 

Dr S. Evers of Germany recommends 
music therapy for rheumatism. 


Another luminary, Dr. B. Ramamurthy, the Dr. H. Fried is for integrating music in 
world famous neuro-surgeon of Chennai, an breathing I raining and relaxation - in other 
enthusiastic votary of music therapy, writes : words, a refined form of musical Pranayama. 

It is. dear that our sub-conscious mind can be subjeced Dr. G, J, Kerkvliet writes in tile JoUfTial of 
to the gentle influence of music, thus leading to a tranquil National Cancer Institute of U. S. A. that 
and coordinated function of the brain and the nervous music therapy may help control cancer pain. 

system. Experimentally it has been shown that gentle music 

played to a resting subject increases the Alpha content of VldWan Kunnakkudi Vaidyanathan, now the 
the Electroencephalogram (brain nerves) which indicates head ° f the Ra 9 a Centre in Chennai, which IS 
increasing tranquillity of the brain. With such experimental involved in conducting research on healing 
proof, if will be easy for us to acoept the benign role of music ' is vehement in underlining his finding 
genlfe and pleasing music in tranquillising the nervous that Ra 9 a Anandabhairavi is Very effective for 
system and thus resulting In quicker recovery in persons trea,in 9 hypertension and Raga Sankarab- 

who are ill. and better health and efficiency in normal h aranam most Useful in the treatment of mental 
persons." patients. The Centre is at present engaged on 

research of the therapeutic possibilities ot 
This is, perhaps, why the mystic Sriram R a 9 as Bhairavi, Mohanam, Nasikabhooshani, 
Bharati, a dedicated musician-cum-herbal etc, 


1b 


But the erstwhile child prodigy and now a 
notable Chitraveena exponent Ravi Kiran does 
not appear to be wholly without reservations 
when he says : 

"Perhaps miracles and cures did really happen But 
it is a hrt-and-m fss rnethod as of now. 

Dr. E. S. Krishnamurthy, Neurologist and 
Psychiatrist of Brhaddhwani of Chennai, after 
a number of experiments, has evolved his own 
style of music therapy which enables the 
patient to heal himself without help from others. 

On the other hand, the Director of Brhad- 
dhwani, Dr. K. S. Subramanian, asserts that 

"A scientific approach to music therapy must be 
developed before we can draw any conclusions about its 
power or value". 

To cap it all, a musical heavy-weight like 
Sri Balamurali Krishna is quite confident that 
his intensive and extensive research on Music 
Therapy is on the threshold of evolving a 
revolutionary panacea for many an ill that we 
are heir to. 

In this welter of opinions, views, sugges- 
tions and recommendations and a plethora of 
contradictions on Music Therapy, and esj)ecial- 
ly in the wake of Michael Jacksonian explosion 
of emotional tremours witnessed recently in 
Mumbai's north-western suburb of Andheri, His 
Holiness Sri Ganapathi Sachchidananda 
Swamiji of the Avadhoota Datta Peetam of 
Mysore, gently descended almost simul- 
taneously on Mumbai's north-eastern suburb 
of Anushaktinagar with his rasikas flocked to 
his memorable recital on the 3rd November 

1 996 in the specially erected open-air 
Shamiana. 

For the Swamiji's mega music show on his 
electronic synthesiser, he was accompanied by 
a cream of musical talents viz.. N. Ramani on 
Flute, L. Subramaniam of U.S.A, on Violin, 
(who specially air-dashed to Mumbai for this 
purpose), Thiruvaroor Bhaktavatsalam on 
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Mridangam, Vaikorn Gopalakrishnan on 
Ghatam besides the Swamiji's own supporting 
artists on Clarionet, Harmonium, Tabla, Mors- 
mg, etc. It was a grand performance by any 
standard. During the Thani-Avarthanam inter- 
regnum, the Swamiji went round the entire 
audience with a magic wand in his right-hand* 
It was evident that the audience consisted of 
a substantial number of cancer, heart and other 
patients seeking Swamiji's curative blessings. 

On the whole, it was a remarkable aesthetic 
experience for the music lovers in general and 
a salutary drugless melodic therapy for the 
ailing in particular who were fortunate enough 
to attend this unforgettable programme. 

To sum up, there has emerged a broad 
consensus among the experts that music has 
in fact registered therapeutic effect on a host 
of ailments like psychosomatic disorders 
anxiety neuroses, depression, behavioural dis- 
orders like aggression, sexual deviations, 
phobias, drug addiction, hypertension, 
postmyocardial infarction, pain syndromes, acid 
peptic diseases, irritable bowel syndromes, 
motility disorders, handicapped, retarded, aus- 
tistic children, spastics, insomniacs, the blind, 
the elederty, the senile, etc. 

There is yet a ray of hope for the suffering 
and the sick as our brave Prime Minister Shn 
H. D. Deve Gowda has promised HEALTH 
FOR Ai_L within a foreseeable futuie. The 
Government of India is, of course, hammering 
out a time-bound programme for achieving this 
most laudable objective. In this daunting cam- 
paign there cannot be a cheaper, more effective 
and all-embracing drugless alternative therapy 
than divine healing music. 

We are facing a variety of perplexing 
problems to be sorted out before we can reach 
our cherished goal. It is high time the Union 
Government drew up a set of clear-cut and 
comprehensive terms of reference and con- 
stituted forthwith a high-level Committee of 
Experts on this subject - scientifically oriented 



musicians as well as musically inclined medical 
practitioners - so that this • new avenue of 
therapy can be explored in all its practical 
aspects (both preventive and curative) and 
spell out specific ways and means for exploiting 
this remedy in full for the relief of our ailing 
fellow- beings who can ill-afford the astronomi- 
cal cost of medicare prevailing today. 

Music Therapy Offers A Drugless Cure 

In this amazing task the co-operation of the 
patient is a must. Waves and waves of pure 
melody of a genius like T N. Rajarathnam, a 


Bismillah Khan or even the legendry Veena 
Dhanammal will be of little avail unless the 
i .atient tunes himself up to absorb them into 
his system to its acme when the soul is bound 
to dissolve in the ocean of divine healing music; 
the body when with all its diseases will 
metaphorically wither - no doctor, no drug and 
no medical bill to boot. That is the power of 
Music Therapy. 

It will be at our peril if we continue to neglect 
this simple God-given remedy so easily avail- 
able at virtually no cost. 


The Garlands" 

Perhaps this has a fragrant message to many! a thesaurus, critical appraisals; 
delightful reading; landmark publication ", 

-T. S. Parthasarathy 

* noble, dedicatory.. ...should inspire young and old. There is no other work of 

such vast coverage ....meritorious’ 1 . 

Dr. Semmangudi Srinivasa Ayyar 

"The addition of this thesaurus to every library and teaching institution will enhance 
its image and utility. 

Sangeetha Kalanidhi Prof. T. N. Krishnan 

With his deep moorings, he has covered about 1250 lives, a task well 
fulfilled... ..commendable.,., inspiring". 

S. V. K. in the "Hindu 1 

....Capacious and organised mind filtered through a mind of astonishinq clarity 

and instinct for relevance....". 

• K. S. Mahadevan 

wn^pn^nplnf/ i ^l as ^ ) *? orned > n the garden of melody.... The Series have 

touches a new^Ngh Va, " e l6S mus ' ca * ^ ooms “-' New themes flow... Manodharma 

ir. (Mrs.) Sulochana Rajendran 

fraqrance'!s S likelu which includes hues from the North. The 

iragrance is likely to spread through the world enveloping world music. 

Contact 

, CARNATIC CLASSICAL^ 

’ h Cross street . Indira Nagar, Chennai - 600 020 

Phone : 417196 
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VEDANTA THROUGH MELODY : BHARATI’S TREATMENT 

By Dr. P. S. Parvatha Nathan 


Bharat has given birth to a galaxy 
of great poets who have brought name 
and fame to this great nation through 
their immortal poetry. Mahakavi Sub- 
ramanya Bharatiyar is indeed one of 
Shem. Bharati extols Kamban, Thiruval- 
luvar ant> lllango and asserts that there 
is none in the firmament of poetry as 
great as this trio: 

Yamarinda Pulavariie Kambanaippol 

Vaiiuvarpoi llangovaippoi 
Bhoomitanil Yaanganume Pirandadiilai 

Any ardent student of Bharati will 
feel the strong urge to add Bharati’s 

name itself to his list of this illustrious 
trinity of poets. 

All the great poets of this land of 
Sa n at an a Dharma, starting from Valmiki- 
the Aadi Kavi-whose illustrious poetic 
a h was adapted by Kamban P and 
alidasa, have one crucial thing in com- 
mon Apart from the exquisite lyrical 
beauty and simplicity of their poetry, that 
which lends grandeur and weight to their 

lyrics, is the Vedantic thoughts couched 
therein. 

Bharati brings forth lofty Vedantic 
ideas based on Sanatana Dharma. in 
caste and yet at the same time, in simple 
Tamil language. Thus, Bharati’s Vedantic 
poetry is as much for the lay man as for 
erudite scholars. The most important 
characteristic of his philosophy is its 
universal appeal, cutting across caste, 
creed sect, sex and religion. The rnaq- 
nificent charm of Bharati’s philosophy is 
born out of its (that is, his Vedanta's) 
all-inclusiveness in both spatial and tern 
poral frames. 

Further uniqueness of his Vedantic 
feiry is tha ii has been sunq by Bharati 

* * e !I’ .Multitudes of musicians, at- 

b y lyrical, Vedantic and 
melodic beauty, make it a point to include 

Bharati s compositions in their concert 
repertoire. 

i" hi J, composition, Aalhthichood i 
imm nrai Bharati gives poetic embellish 


Ekal, t 9 J,h e t/ Upa . r " shadlc statement - 

frSThf £chE ol ?*'’"*»« WMmlf ■ 

‘owe K s h s,ri„ T . h ori?* Nay * n *' 

f™ «" a 'te though call edvarious* 
y y the practitioners of various reliqions 

n S n Ch if raCt f r '5 tiC is no,hin 9 else but^glow- 

rnani n °o edge . f oli yurum Arivuf or 
Gnana . Overcoming the shroud of Mava 

if one perceives its true nature, then one 

Aaatrinaar) u a " problems .(Allala, 

/jFw r/n ? a V!~/ e us P ra y for its grace 

*UtZ n <i rU Vaa J hth '> and acheive immor- 
taiity. (Amara Vaazhvu Eyduvom.) 

DOsitinn y R e L an .°K ,h 5 r eqUa "y 9 reat C°m- 
posihon Sharathi discusses the meaninq 

Of thetf glowing knowledge or Gnana : 

"[he solo and whole meaninqi of all 
the religions of this world is : 

'You a/e God, Your are God, God is you. Yourself, 
You a/e That, you are That. That is You yoursetf 

Bharati goes on to stress ; 

Bhoomiyife Nee Kadavui lilai enru 

Pugaivadu Nin Manaththulie Pugunda 
Mayai 

Sami Nee Ammayai thannai Neekki 
Sadaakaalam Stvoham" enru 
Saadippaaye. 

"Searching for God elsewhere and 
uttering at the same time that You Your- 
self are not God, is due to the Maya that 
is entrenched in you. Since, in truth, You 
are God, banish that Maya and proclaim 
for ever "Sivoham (I am Siva"). 

The grand old lady of Tamil poetry 
affectionately called Avvai grandma has 
said in her old Atthichuvadi : It is ex- 
tremely wholsome to one and all to 
worship God. (Aalayam Thozhuaa I 
Saatavum Nanru). 
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Bharati, in his own inmitable style 

S» 

■ng, 'Aathichoodi llampirai Anmdu . 


Rhnrati's Upsnishfldic rnslody 6x- 
tolling unity in diversity, is as relevant 
today as in his own time. 


Paramporul Vaazhthu 

Aathichoodi llampirai Anindu 
Monaththirukku muzhuven meniyaan 
Karunliang Kondu Paarkadal Mls f^ hi ^° 
Mugammadu Nablkku M.r.Iy.r.1 Pur ndon 
Esuvln Thandal Enappala Madaththinar 

Uruvagaththaale Unarndunaraadu 
palavagaiyagap paravidum Paramporul 
Onre : Adaniyal OHyurumarlvaam; 
Adanilaikkandaar Allalai Agatrinaar, 

Adanarul Vaazhththi Amaravaazh veyduvom 

Ram • Kdlvdui (Music by Sint. Meera Nathan) Tala ; Misra 
8 Faculty Member of Sha nmukhauanda Sangcetha Vidyala 

jjS ; S s n D p m P II M G N D M G R II 
Ath thi choo di i -lam pi rai y& nin du 
G M P P dn dp P II m P d P D N S ; II 
Mo nath thi ru kkum muzhuvenmeniyan 


2) s n q r sn r s ndpmgm II 
d n Rgr sndp ndpm grll 

Ath th Choo di i lampirai ya nm du 

mo nath thi rukkum II muzhuvenn me ni yan 

Anupallavi 

n Sn D PP (s) P; II p MpD nsndP, Mil 
Ka runi ram kondu Par ka dal mi sai ki da pon 
M P d D D Nsn dpP ; II m P d P p d N S ; II 
Mu ga madhu nabi kku ma r aiya rul Purindon 
s n d n R N R ; n r II, g M g R, G R, S S ; 

Ye su vin than dhai ye na Pa la ma dha thi nar 
nG rS sn nP D, IlnrndPMP DNII 
U ru va gath thaa le unar ndhuna raa dhu H 

Charanam 


i ! i M P ; P ; || p D p M g d pm g r S 

pa la va gai ya ga Pa ravidum Pa ram Porul 

nsrsR;;;||pPppGM;P;|| 

' on dre Pa ram Po rul on dre 

m P d D p d N S S II s d N S * • 

a n 3 n ' o ^ ^ ^ yu ru m a ri varn 
nRsS snnd dpP Mil 

^ a n ram Q tUl ^ re (adaniyal ) repeat 

n D n R n rinr ; n r II , g M q R n R S S II 

n^G 7 s' 7*n d M n a, n lalai a9alf i trt nar 

ta To Sn M 0: n r n H P d u d a m ii 


S S II s d N S ; 

Vil turn a ri varn 

d p P M II 
i dre (adaniyal ) repeat 

/ H . g M g R, a R, S 
" lalai agath tri nar 
; II n r n d PPM P d N 


S 11 


n ij r & s n wt o ; II n r n d P P M P d N 
^ da narul Vaazhthi Amara vazhu yei dhuvom 


(Athi Choodi) 
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Bhavayami Raghuramam" 

By S. Sankaranarayanan 


The Vedas, together with the 
Ramayana and the Mahabharata and the 
Puranas form the foundation of our culture 
For the people of India, Rama. Sita, 
Lakshmana, Bharata and Hanuman are not 
mere characters of a great epic * Rama is 
Dharma incarnate; the others are also ex- 
emplars of Dharma. 

The reading of the Ramayana, or listening to it 
in a discourse, purifies our mind by purging it of 
hatred, greed, jealousy, pride and covetousness. 

Every performing art - dance, drama, music, 
Hankatha or pupperty - has drawn on the Ramayana 
for its themes. Great composers of Kamatak music 
have composed songs either delineating Ramayana 
episodes, or extolling the virtues of the characters. 


princely State of Travancore, and a junior contem- 
porary of the Karnatak Music Tnmurti (Syama Sastri 
Tyagaraja and Muttuswami Dikshitar). It is in 
Sanskrit, as most of his compositions are, and he 
composed it in the Raga Saven' It has a PaJIavi, 
an Anupallavi and six Charanas. In this Knti he 
gives the story of Ramayana in the six Charanas 
devoting a Charana e^cn to each of the cantos of 
the Ramayana from BaJakanda to Yuddhakanda. 

It was the musical genius of Semmangudi 
Srinivasa Iyer, the doyen of Kamatak musicians 
which transformed that 'Saveri* composition into an 
exquisite Ragamalika and embellished it with spark- 
ing Chitta-swaras', befitting a Ragamalika proper. It 
is this Ragamalika version that had made the Knti 

popular as we hear it sung in Kamatak music 
concerts. 


Rama was the Ishta Devata (personal god) of 
two great composers, namely, Bhadrachala 
Ramadas and Tyagaraja and both have composed 
songs on Ran la and the Ramayana, However, three 
composers have made Samkshipta Ramayana 
(Ramayana in a condensed form) the sole subject 
of a Knti. They are ; Arunachala Kavirayar 1711- 
1778), Papanasam Sivan (1890 - 1973) and Swati 
Tirunaf (1813-1846). 

Arunachala Kavirayar was the author of Rama 
Natakam] a Tamil opera (dance-drama) containing 
258 songs and 278 verses. In an invocatory song 
of the opera, he gives the story of Rama from birth 
to coronation. This song begins with the following 
words in the PaJIavi: " Enakku un iru padam ninaikka 
varam arulvaai" {Bless me that I may meditate on 
Thy two feet). This is followed by nine Charanas 
(stanzas) which tell the story of Rama. He is said 
to have composed it in the Raga Sau rash tram, but 

it is now rendered as a Ragamalika (qariand of 
Ragas). 

Papanasam Sivan was a great composer of the 
present century. His compositions, more than 2.000 
in about 75 Ragas, most of which are in Tamil are 
rich in devotion and Raga Bhava He gives a 
condensed version of Ramayana in a Tamil com- 
position, titled Rama Chanta Gitam\ in a Ragamalika 
of 24 Ragas. (The figure 24 has signiicance as 
Ramayana comprises 24,000 verses). The Pallavi 
reads Kosalai putah/anai pamvaai maname' (Oh 1 
mind, bow to Rama, son of Kausalya). 

Bhavayami Raghuramam ' is a Knti of Maharaja 
Swati Ttrunal, the royal composer of the erstwhile 


What made Semmangudi change it into a 
Ragamalika? He himself gives the reason 

Musicians used to sing only one or two Charana? 
of this Knti. I felt that a Knti so graphically portrayina 
the story of Ramayana in full deserved a better 
treatment With the consent of the royal household 
I took the liberty of changing it into a Ragamalika 
and providing it with Chittaswaras. Thanks to the 
innate greatness of Ramayana, the Ragamalika has 
become popular both with the musicians and the 
Rasikas I am gratified at the success of my effort 

Partly because it is in Sanskrit and partly becatrse 
some ''incorrect' syllabications that are almost in- 
evitable while singing necessitated by the require- 
ments of melody and Tala a lay list€*i er ma> not 
easily comprehend the Sahitya of the Knti Moreover, 
the sweetness of music submerges the poetic beauty 
of the composition and the listener is often carried 
away by the charm of the melody 

Technically speaking, a Knti is valued for its music 
* its portrayal of the "Paga Bhava' and its aesthetic 
content On the other hand, in a Kjrtana the Sahitya 
and the devotional content hold pnmacy. Generally, 
music in a simple form is, therefore used as a 
medium in a Kirtana, so that a large number of 
people can sing it in chorus as in Bhajans. There is 
however no consensus among scholars on this 
dichotomy. 

The delight of the listeners of 'Bhavayami' would 
be heightened if they can also appreciate the Sahitya 
of the compositions, whereby Swati Trial's com- 
mand over both the classical language and the 
classical music will become evident to them Here 
is the Knti with transliteration and translation * 


*The writer is thankful to Dr. B. S. Ramaknshana Rao for help in translating the song) 



"Bhaavayami Raghuramam" 

Pallavi - Savert suaunaaraamam 

Bhaavayaami Raghuraamam vy pleasing and virtuous - 

. , meditate on M - W* *«■* ^ 

Anupallavi 

Rhx'vuka vitarana paraapaanga ledaa lasitram 

TL h!» a. Us ardent devotees tan the ooo» C h» eyes 

Who smilingly cast His glance 

_ I Raaikaandam. Natakuranji 

sl»„. s aas issas gas , 

(| meditate on Lord Ranra who) the Subahu the demons ted by him, sanctified Ahalya, 

gjSK." sMIETSSfi 3B- *"*•*- — ^ Pa,a5u,aTO 

(returned) to Ayodhya.) 

Charanam 2 AyodhyM ^f ‘ ' " l *'*‘ saWa ^ Saumtnm saantatamaseelam 

^IZSSSSSmmmmP^^ T 

i a «»-— uuhn^ nftpf the stalled coronation, went to the torest in obedience to the commands 
(I meditate on Lord Rama, who). , aentte went to Guha's place and gate His 

nf tt,e tether alonq with Sita and Lakshmana. all the whille calm and gentle, went 10 u “ ^ 

JX ^als to Bharata who came to Chitrakuta (to persuade Him to return to Ayodhya). 

Charanam 3 Aaranya Kaandam, Mohanam 

Vkaia Dandakaaranyaka gala Viraadha dalanam suetenta ghalatadattaanup f^jats^ 
navaastram patagavara Jataayunutam panchavatee vihitaavaasam atighora Soorpanakha 

vachanaagata Kharaadi haiam 

(I meditate on Lord Rama, who ) went to vast Dandak forest killed Viradha and reoevied the peerless Vishnu 
astra from the hands ol the virtuous sage Agastya (Ghjataja - born of pot), was saluted by Jataryu. the greatb.rO 
took residence at Panchavat, and killed Khara and other demons who came and fought at the instigation or 
Surpanaga, the terrible). 

Charanam 4 Kishikindha Kaandam - Mukhari 

Kanakamriga roopadhara khaia Mareecha haram iha su-janavimata dasasyahnta janakajaa 
anveshanam anagha Pampaateera sangata Anjaneya nabhomant tanuja sakhyakaraim Vaahtanu 
dalanam eesam. 

(I meditate on Lord Rama, who killed) the wicked Mancha who took the form of a golden deer, went in search 
of Sita who had been carried away by fiavana, met Hanuman on the banks of the sacred Pam pa lake and made 
friendship with Sugriva (nahhomani - tanuja - son of Sun) and killed Vali 

Charanam 5, Sundara Kaandam - Purvj Kalya ni 

Vaanarottama sahita Vaayu soonu karaarpita Bhaanu Sata bhaaswara bhavya ratnaamguleeyam 

tena punaraaneeta anyoona choodaamant darsanam sreendNm udadhi teeraasnta Vittieeshana 
militam 

' on Lofd Rama), who gave to Hanuman. in the presence of Sugriva. His magnifies t jewelled ring, 

r br,ll ' an ^ e °! 3 hundred sun 5 . and thereafter had the beautiful sight of the priceless Chudamani (crest-jewel 

« sita) brought by him (Hanuman) and who was met by Vibhishana seeking refuge on foe shore of foe ocean. 

Charanam 6, Yuddha Kaandam - Madyamavati 

A/afoSiS Sl^ rf ham Khalanisseema pisitaasana dalanamum dasakantha vidaaram atidheeram 
fern Janakasuta a sahita yaatasaaketam vilasita pattaabhishekam vrswapaalam Padmanaab- 

pisitasana- unruly anrf 3 rema, kable causeway across foe sea, killed demons) nissima 

sanctified by fire and had resplendJJJ TOr^afo^ Ravana< ^ to Ayodhya with ** Wh ° 

compoLr° fT ' POSer 100145 UP ° n Sf6e Padmanabha ^ Rama Himself, 'Padmanabha' is also foe signature of foe 

- Courtesy : "Shaven s Journal 
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The ’Golden' Finale 


The curtain was rung down on the 15 - 

# 

month long Golden Jubilee Celebrations of Sri 
Rajarajeswari Bharata Natya Kala 
Mandir with a grand 3- day finaie 
H (Dec'96) of Swarna Nrityotsav at the 
Nehru Centre when the First Lady of 
the State Smt. Ackama paid rich en- 
• Gomia to this institution par excellence. 

As a pleasant coincidence it was His Excel- 
lency, the State Governor Dr. P.C. Alexander who 
inaugurated the celebrations in October, 1995. 
During the interim period the ethos of the Kala 
Mandir manifested itself in the more than 25 
Swarna Natyanjalis presented at various centres 
of the metropolis, other cities of the country and 
abroad. Each one of them was a landmark per- 
formance that spoke of the depth, dimension, mo- 
mentum and hallmark of excellence, the Kala 
Mandir has gained during the epoch, making 
golden years of service. 

No exaggeration, It was a lifetime Sadhana, 
a Parampara Sadhana, flowing into the stream 
of the art uninterrupted for six generations. 

During the last fifty years the Rajarajeshwari 
has not only worked for its establishment, en- 
trenchment, progress and propagation of the 
Tanjavur Bani of the Parampara but also been 
witnessing the changes, the evolution and 
progress occurring alongside in other disciplines 
of the dance art in the metropolis.And it was only 
pertinent that in the year of its Golden Jubilee 
celebrations the Kala Mandir should 
bring in for projection in this pan- 
orama the other dance disciplines and 
sister institutions so that the con- 
®noisseurs and Rasikas could have a 
clear perception of the evolution 
which has taken place in ' the per- 
forming Arts. 

Whilst the opening day of the finale took off 
with 'Bharatiya Nritya Darshan' presenting four 
dance disciplines viz, Bharata Natyam, Manipuri, 
Odissi and Kathak, the second day with two ses- 
sions, one "Nritya Niroopan" (Lecture Demon- 


stration] and the other "Kavya Natya” (Perfor- 
mance) focused on intellectual plane, bringing out 
some more rare finds from ancient and modern 
literature. : he concluding day had again a twin 
session of 11 Apoorva Abhinaya Sangeet", empha- 
sizing on Padam-Javalis which gave enormous 
scope for Abhinaya and "Deva Nritya Manjari", a 
presentation which traced in a nutshell the evolu- 
tion of dance from temple precincts to the royal 
durbar and on to the modern platform. The three 
day fete brought to fore Kala Mandir's vision of 
cultural integrity. 

* 

The Bharatiya Nritya Darshan highlighted the 
unity in diversity in the performing arts. Kala 
Sadan Guru Mani , one of the early students of 
Shri Rajaraeswari, presented his students in a 
"Dasavatharam" dance drama. Parkkadal 
AJaimela, the popular Ragamalika, was choreo- 
graphed well and the dancers did their roles with 
a sense of understanding and ease. 

The grace of Manipuri, the very recital of 
Bols now vibrant and now soft reflecting the in- 
herent Tandava-Lasya element in the Krishna - 
Radha dance competition was performed by 
Darshana and Lathasana. Ranjana's Sathvik 
Abhinaya even in the daring 'Abhisarika' and ex- 
cited Vasakasajjika' she portrayed only empha- 
sized the indepth vision of the dancer and the 
expressions! resources at her command. 
“Bhashak", this number based on Nayika Bhedas 
was rendered by Ranjana with exquis- 
ite artistry and reticence: Even her Khandita was 
soul-stirring as she enacted the Uttama Khandita, 
Radha's anger with an inherent agony. The 
Jhaveri Sisters rose to great heights in that short 
"Darshan". 

An alumini of Sri Rajarajeswari in Bharata 
natyam Anandi Ramachandran showed her prow- 
ess in Odissi. One was happy to see her keep 
the two art forms in tact and did not mingle. Her 
Pallavi, Ashtapadi etc., were neat 
and expressive and she had the ver- 
satile P. S. Krishnamoorthy who had his 'debut' 
in Odissi music to support her in vocal .His 
Harmonium play lent a good support to his 
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singing. And Guru Natwar Maharana's Bols and 
Pakhawaj were tuneful though at times loud. 

Ye! another alumini of the Kala Mandir 
Madhurita Sarang showed her sophistry in 

Kathak. 

The session of Nritya Niroopan was 
enlighfeningand souifiliing as it brought to light 
the hidden treasures of our literature and poetry. 
Dr. Kanak Rele's lec-dem on new facets of rep- 
ertoire was lucid and self-explanatory. As part of 
the venture to make Mohini Attam sustain its in- 
dividuality on its own repertoire and not shine on 
borrowed feathers, she had culled out material 
from ancient Tamil lyrics, choreographed very 
touching number called "Kubja" from the daily 
events of human life, and also created lilting items 
for children. The demonstration by herself and 
students Sunanda and Prabha were impressive. 

Acharya Parathi Kumar's forte is in choreo- 
graphing the Nirupanas of the Marat ha Kings of 
Tanjore who were not only patrons of art but also 
composers. The uniqueness of the Nirupanas lies 
in that the lyrics are in Marathi and music is set 
to Karnatic Ragas while the whole Margam from 
Pushpanjaii - Alarippu {Alaru in Nirupanas) to 
Tillana and Sioka is in one Raga and one Tala, 
the music, lyrics (the Dhatu and Mathu) in nota- 
tion along with Solkaftus etc are composed. The 
choreographer is only to set it to dance and 
present. Acharya's student Sandhya Purecha pre- 
sented a Varnam in Pantuvarali with a slight blend 

of Loka Dharmi which is characteristic of the 
Acharya. 

The most gripping demonstration was vet- 
eran Kalamandalam Raman Kutty Nair's 
Hanuman', Kathakali sans costume, sans make 
up rose to new high in the hands of this septua- 
genarian. It was the episode of Vayuputra's mis- 
sion in search of Sita. The hurdles he faced en 
route, the way he overcame them before reach- 
ing Lanka and spotting Sita was a gesture drama 
Unsurpassed in emotions and evocations. Need- 
J ess to sa y tQ uched the hearts of the specta- 


"Kavya Natya" was a presentation based on 
the immortal epics giving expositions to great 
characters or themes of moral impact. Geetha 
RadbaKrishna visualised with telling effect 
"Vishwaroopa Darshanam" from Narayaneeyam 


Vani Ganapathy's Panchah Sabatham (Draupadis 
Vow) reflected the fury of a woman scorned and 
Amala-Manisha’s Charana Paduka enunciated a 
very touching theme from Ramayana decipting 
Bhaiata's dilemma and his solution- a noble sac- 
rifice - which elavated his character, while Malini 
Krishnamurthy visualised " Hanuman 
Thoodu M .Once again the reportoire comprised 
lyrics from multilingual texs, such as Sanskrit 
(Narayaneeyam), Tamil (Bharatiyar’s, Panchali 
Sabutham) and Kamba Ramayan (" Hanuman 
Thoodd') and Hindi (" Tulsidas Ramayan"). The 
Hindi lyrics for Charana Paduka were tuned by 
Pt. Jasraj. 

« 

Dedicating the "Apoorva Abhinaya Sangeet" 
to the late Smt.T. Brinda., a rare repository of 
Padam and Javali, Sri Rajarajeshwari presented 
two oi the doyen's senior disciples, Smt Kalyani 
Shaima and Smt. Alamelu Mani in a music ses- 
sion. The high quality of Brindamma's music and 
the essence of Abinaya Sangeet were reflected 
in the rendition More significant was when a 
couple of these were visualised by great expo- 
nents of Kathak who had training in Bharata 
Natyam at the Kala Mandir during its formative 
years. Damayanti Joshi's ValaputaJa Vasama 
(Atana) and Roshan Kumari's Inienna 
Pechchirukku to Alamelu Mani's vocal rendition 
proved that the language of gestures, the realm 
of Abhinaya, knows no barriers. 

The evening session of "Deva Nritya 
Manjari was a historical flash, giving expressions 
to the tradition, on the trends and the inevitable 
innovation. The opening temple scene, the live 
Nag. iswara strain, the Devadasi's solemn Nritya 
had an impact of its own. The shift to 11 Raja 
Durbar' 1 , the conflicts among the devadasis, the 
compiomisesthey made on becoming RajaDasis 
were subtly portrayed along with the Narasthuthi 
numbers composed in praise of the king, the 
ara a niter of Tanjore. These contained mes- 
sages of great historical value as well. The em- 
!? asis was not only on the shift of venue but on 
k e ren t e art was to course through adding 
Namstuthi along with Devasthuthi, and adopting 

nfTi re P er *°* re * The Marathi compositions 
1 1 aja, Sant Tukaram gave indications to the 

kaft i-i i MaPd which occurred when 

emocratisation of arts took place making public 

24 



platforms a pivotal point. The advent of cosmo- 
politan clientele, the addition of repertoire, in 
Bengali, Kannada. Malayalam, the presentation 
of group dances etc highlighted the modern ethos 
that one had to attune oneself to. Yet in all these 
presentations the choreography, a handiwork of 
dynamic Guru Kalyanasundaram, never swerved 
from its Bani norms. No compromise on gim- 
micks for gaining applause or popularity . The 
dignity was maintained. In fact it helped foster 
national integration and that the Kala Mandir 
achieved with decorum and dignity. In fact Guru 
Kalyanasundaram has been instinctly innovative, 
his motivations is to innovate in rhythmics and 
articulate characters of mythology and themes 
of historic values giving them a relevance in the 
milieu. His Panchakanya, bringing on to focus 
characters of everlasting impact, such as Ahalya, 
Sita, Draupadi, Tara and Mandodari had each a 
message for women of all ages. In the Ekaharya 
presentation he spun Pancha Gati Kavuthvams, 
each serving as a prelude to the Kavya of a 
Kanya. The theme and the rhythmic spin up, no 
doubt, was uniformly appreciated wherever pre- 
sented by Vani Ganapathy. 

« 

Vasanthavalli, a remake of Tirukooda 
Rasappa Kavirayar's Kutralak Kuravanji , was an- 
other prized presentation staged at so many 
places with Meera Dhanu and Gowri Rao in the 
heroine - gypsy cast. 

Among other significant presentations men- 
• ion must be made of Sarabendra Bhoopala 
Kuravanji which stood out for its traditional for- 
mat, recalling the Parampara choreography. The 
elder Guru Mahalingam Pillai's strict adherence 
to tradition, his fidelity to his father Kuppiah Pillai's 
choreography came through in this dance drama 
revolving round King Serforji moulding however 
to the modern day time frame and talent avail- 
able. Some of his senior students like Lalitha 
' ishnan and Pushpa Kanwate elegantly brought 
out what Rajappa and her dancemates did when 
Vidwan Kuppiah Pillai staged it several decades 
ago at Tanjore. The writer had the opportunity a 
few years back to witness Rajalakshmi (alias 
Rajappa) don the role of the heroine Mohanavalli 


at the age of 80 with the same energy and enthu- 
siasm as a teenager dancer. Age had not with- 
ered her zest or sensitivity. While it was a nostal- 
gic recreation for her, it was a refreshing experi- 
ence for the audience of the Sruti Foundation s 
National Seminar on Parampara Dance Tradition, 
Even the Ragas used such asAhiri, Goulipantu, 
Kambhoji, Pantuvarali reflected the classical taste 
of :he royal composer. The Guru's Krishna 
Parijatham was another milestone in the upkeep 
of Parampara tradition in the modern milien. His 
old students (who are running their own institu- 
tions Pushpa, Shy mala and Padma's short dance 
enactment of Mahishasura Mardhini at the inau- 
guration was another quintessence exposition giv- 
ing vivid visualisation of the Guru's choreogra- 
phy and the training they have had under the Gu- 
rus of Rajarajeswari. 

Among the scions, Vasant Kumar, himself a 
merited Dance Guru stood out for his melodious 
Nattuvangam, following in the footsteps of 
"Mama" Mahalingam Pillai in training and chore- 
ography. Vishwanath with a thrust for something 
individual tried to bring about a blend of his father 
anduncle s styles, a thrill, a sparkle in the sober 
traditional format. The Swarna Natyanjali he con- 
ceived, choreographed and conducted with the 
students of the Ghatkopar branch of the Kala 
Mandir (who are under his wings) was refreshing 
in that the familiar numbers got a new facelift in 
choreography. His group presentations are mak- 
ing a headway. 

The Golden Year 1 saw the rise of yet an- 
other scion K. Harikrishnan as a Star' Mridangist 
of the family orchestra. 

Behind the successful male-Gurus are the 
resourceful women of the Parampara who are not 
only dancers themselves but also efficient 
organisers, teachers and affectionate 'guardians' 
to the umpteen participants. One would have liked 
to see My thili Kalyanasundaram. Pushpa Krishna 
Mohan and Shanti Shekar (who lends her voice 
from the wings) appear on centre stage in the 
Golden Jubilee Fete. 

KINNARI 
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A Song » one : Gujri Mahal 

By Y. Bhargava 

wongs are sonqs and ston<=>^ am ^ . . 

stones, but the two meet and become L^T^Y'u" 9 and falllng with ,he undulating 
one in the charming and sophisticated r t ° f ^ ,erraln ' one understands why 
Gujri Mahal hidden in the apron of the Goethe sad architecture is frozen music. 

ancient Fort of Gwalior whose ramnartc ^ , 

have witnessed several colourful event*? There is a pretty legend associated with the 

of history. fU ‘ eVents co n St ructfon of this monument. Raja Man Singh 

‘ ru * ed over Gwalior towards the end of the 1 4th 


Gujri Mahal, the palace of the Gujn queen, is 
a charming structure built for a charming lady. 
The sandstone walls which have been 
designed with a rare sense of balance and 
beauty, carry several attractvie panels 
decorated with coloured tiles and beautiful 
carvings. Within the walls is a spacious court- 
yard ventilating a series of chambers forming 
the periphery ol i he palace. The central portion 
is occupied by a doul tie- storeyed cellar which, 
incidentally, also served as a hall for assemblies 
to be held. Over and above the series of rooms 
on the flanks of the courtyard is built a pretty 
chamber, vary much a lady's retreat, cosy and 
quiet and at the same time commanding a fine 
view of the structures within and without the 
palace. This beau 1 ful group of buildings is 
overshadowed by the rock out of which grows 
the Gwalior Fort, austere and forbidding. By 
contrast, the Gujri Mahal looks like a flaming 
ruby set amidst a mosaic of gold and emerald. 

A Symphony in Stone 

Gujri Mahal takes its name from Mrignayani, 
the fawn-eyed queen of Raja Man Singh of the 
Tomar dynasty, who ruled over the destinies of 
this historic and ancient fort from A.D. 1486. 
She was a Gujri by caste and hence the name. 

It now houses an archaeological Museum, 
perhaps one of the very best in the country, 
end offers to tourists and scholars a rich fare 
of artistic, sculptural and numismatic treasures, 

besides some rare specimens of Indian iconog- 
raphy. 

The Taj Mahal has been described as a 
dream in marble. Gujri Mahal may well be 
called a symphony in stone, so perfect is its 
symmetry and so harmonious the grouping of 
the constituent units. On seeing the massive 


century. Besides being a brave warrior who 
could boast of having shown the Kings of Delhi 
and the Sultans of Mandu their place. Man 
Singh was a great patron of art, literature and 
music. He and his barons were out hunting 
around Gwalior. Near a village called Rai, they 
found their path in the thick forest obstructed 
by a pair of fighting bison. While the Raja and 
his party waited for the combatants to finish, a 
Gujri maiden who was passing the same way 
with pitchers on her head was not so patient. 
Nonchalantly she stepped forward, and literally 
taking the bulls by their horns, she separated 
them and went her way. It is difficult to say 
what impressed Raja Man Singh more - her 
matchless beauty or her fearless and gallant 
deed. It was a case of love at first sight A 
request from the Raja for the maiden's hand 
was laid before her great surprised father. But 
before the old Thakur could give his ready and 
glad assent, the spirited maiden who was 
Mrignayani wanted to lay down some condi- 
tions. She would be happy to marry Raja Man 
Singh and be the mother of his children but a 
separate palace would have to be built for her 
to a design of her choice. Water from her village 
would have to be conveyed by a specially 
constructed pipeline to her palace as she could 
not do without the elixir from her village well. 
She, a proficient singer, would sing as and 
when it pleased her. 

No conditions were too stiff foi the love-sick 
Man Singh. The new queen inaugurated a 
cultural renaissance in Gwalior Daring ar- 
chitectural experiments were undertaken. New 
motifs and techniques in art were tried as never 
before. New Ragas and harmonies in music 
were tried. Gujari, Bahul Gujri, Mai Gujri and 
Mangal Gujri were all named for the queen. 
Accomplished musicians like Naik Malimood 
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ESKS& 

oi a* ““'"a a most. SW » 
side of the celestial a Kau tf,a/ was 

treatise on music known as Man na | 

compiled. 

. «+ ronpneration of music, 
' n ,hiS / e tTof SSfJart a great 

the presiding lady oM ^ |iquid nnus ic 

part to play- She P 0 ^ o( hjs ^ 

of her voice to quenu \ u 


, ,r.,tp culminating in the 

-n ie massive e '® p ^ n )|anks a nd dainty bowers 
watch-towers on th ' ^ age of chivalry 

jn between, repre^ _ V buj | dl ngs attributed 
and romance Th^ ^, rig n a yani were, at a later 
,o Man Sing f a roma tic tragedy when 
age ' ' m imprisoned there by his brother, 

Prince Murad innp hls bid for 

the Emperor Auran 9 z “' , , 0 a slave 

freedom owing to his fatal attacnme 


The stone walls of the palace of G \ 

warded oft the attacks of the enemy 
o, war and witnessed the ettorts to usher ,na 

□olden age of creative expression . 

U was perhaps Mrignayani who mspired R^ 
Man Singh to build Man Mandir higher up on 

deur and beauty. The Man Mandir has be 
so boldly conceived and blends wrth the 
surrounding scene with such consummate sM 
that one cannot help feeling that Mrignayani 
was behind the undertaking. The pierced-stone 
panels are of surpassing beauty - the due s, 
the banana trees, and the Elephants brought 
in bold relief by means of a technique now lost. 


T, edition has it that even now, on the night 
full moon, on the weird ramparts of the 
Fort one may scan the outlines of a fleeing 

^cfad Colourful 

as she goes the notes of the Gu|n Ragas. IT 
we happen to meet her, well might we request 

her in the words of Shelley to 

Sinn aqain with your dear v °> c f r r ev 
ealfng 9 a tone of some world far 

from ours 

Where music and moonlight and 
feeling are one. 

Courtesy : "Air Miscellany" 

(Broadcast from Indore) 
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North - South Integmtinn 

® c Pilgrims’ Progress 

by K. A. Chidambaram 


I he Tyagaraja Centenary Memorial 
Fund recital of Smt. M. S. Subbulakshm. 
and party, was an epoch-making event in 
recent musical history of India*. 

For the first time, Hindustani music 

o ' ^ Postered , strong to pay tribute 
to Swami Tyagaraja, one of the greatest 
saint-composers who built up the great- 
ness of Karnatak music. A cosmopolitan 
Bombay Committee sponsoring Smt. 
Subbulakshmi’s recital in memory of 
Tyagaraja, and Premier Kher of Bombay 
inaugurating the function, form a land- 
mark in musical developents, as they 
form the climax of certain unifying forces 
and synthetic tendencies that have been 
working among the intelligent coteries 
both in Northern and Southern India for 
good neighbourliness between the two 
great schools of Indian music. 

Common Ancestry 

The origin of Indian music is traced 
to Sama Veda, though well-known music 
experts only accept this connection more 
from; the periodic point of view than from 
the standpoint of technique. With Sama 
Veda as the mythological origin for both 
the systems, one finds this common 
ancestry strengthened in the historical 
times of musical treatises and Granthas. 


looming large in the picture. Even then 
Maharaja Swati Tirunal of Travancore 
revived the Northern contact in a qrand 
way. A linguist of a high order and a 
reputed composer ini Karnatak music 
Swati Tirunal took great pains to learn 
Hindustani and Hindustani music, and 
had left scores of Hindustani composi- 
tions as a common legacy to the two 
systems. Sulaiman Saheb and Smt. 
Halavati two great Hindustani vocalists of 
the |if ne, adorned his Durbar as court 
singers and evidently helped him in many 
Hindustani compositions. 

Kokilkanta Meruswami, who was 
also an authority on Hindustani music, 
assisted Swati Tirunal in the production 
and stylisation of many Harikathas in 
Northern Harikirtan style. In his court also 
flourished Tanjore Rama Iyengar, an ex- 
pert in Hindustani music, and Chin- 
tamani, a good Saranqi plaver. Durina the 
same period Dikshitar, tfie great Karnatak 
composer, visited Benares and other 
places in the North and probably had 
contacts with Hindustani music system. 
The Hindustani compositions of Swati 
Tirunal have been practically neglected 
by Hindustani musicians and it is time 
they took up a speical study of his 
compositions which would throw im- 
mense light on the progress of Hindus- 
tani music technique. 


That the Kirtanachars and authorities on 
Hindustani music like Ahobala, Pundrika Vithala 
and Pandit Somanath hailed from South India, 
and that they were also experts in Karnatak 
music show the inter-connection between the 
two systems. Though this link was often 
snapped due to distance and absence of 
communication between Karnatak and Hindus- 
tani music centres, it was revived off and on 
by musical enterpreneurs. 

Maharaja Swati Thirunaf 

'he middle of the 18th century was 
the heyday of Karnatak music, with 
Tyagaraja, Dikshitar and Syama Sastri 

* An article wrritten as ervly ns 1946, found in the c< 


Abdul Karim Khan's Exploits 

After the passing away of Swati 
Tirunal there was practically an eclipse 
of the link between the two systems till 
the late Khan Saheb Abdul Karim Khan, 
revived it in the early twenties of this 
century. A born artiste and a gifted stylist, 
the late Khan Saheb made a mark even 
at his first recital in Madras and swept 
off Karnatak audiences with his soul-stir- 
ring voice and Hindustani high technique. 
Madrasis drank deep in the flowing 
melody of "Jamoona Ke Ttr ', where the 
Khan Saheb’s skylarking and top "Tans" 
always proved a big hit. 

The wavy, elusive, sinuous and zig- 
zagging course of Zinzoti in Piya Bina 

Election of Newspaper clippings of Ms Damayanti 


Joshi a renowned Kathak exponent. 


Nahi Aoota ^ u d j c e° the lava of 

mind’s eye of th* awaiting the partner 

emotions of the lov- ■ _ * me dreary 

fo m break the «■"*»*£ Khan 
existence. As day P h became an 
Saheb’s visit to the boo igll0ra nce 

annual fixture a nd d f s P ? i nc es hung to 

of language, southern aud^enc ^ Kh 

his voice. During n® wjth grea t 

Saheb established 9 on, poochj | ye ngar, 

Karnatak musicians ke Rhaaava thar, 


t\arnrtic*rN Bhaqavathar, 

Gayakasikamam Mu hiah an g 

Bidaram Knshnappa and a nosi 

Smt Dhanam, the great Veena player, was 
men the ruling Queen of Karnatak mus^^and 
it was in her house that Khan S^eb estab 
lished most of his contact with Kama a 
musicians. In the house of Bdasaraswathr the 
well-known Indian danseuse, there hangsa 

beautiful photograph ol Khan Saheb in days 
of early triumphs which has been bequeathed 
to her by her grand mother, Veena Dhanam, 
and which she keeps as a priceless posses- 


Conmion friends who v/ere P Qkjng|y 

often twitted the KJ duce any ,hing from 
whether he co ; u ' a ^ rto j re to match Smt. 
his Hindustani rP The ^han Saheb 

Dhanam’s achievement mjtable way 

used to smile <n ms jon Days 

without answering «? | a heb chanced 
aftei this event he > * house , when 

to give a 1 ec l a Ll jv gkj.M a lhar. It was a 
he rendered Miytu" when the Khan 

I h a a heb n9 in 9 full form kept the audience 
gaping with ’ charming 

sweeps gracefu^ 1 i jndu , ge jn apy 

curvatures. Me a _ the a tom 

tire-works not 1 ' ot P sou lless vir- 
tuosi v He lifted the P song from the realm 

melody drawfng the fans in its surging 


sion. 


He Sings to Conquer 


It was overall triumph for the Khan Saheb, 
and Veena - Dhanam. who was in the 

audience, handsomely acknowledged the 
Khan Saheb’s mastery and, as a mark ot 
tribute, emptied her purse on him. Madras 
became the adopted home of the Khan Saheb, 
and his unexpected death in one of the South 
Indian towns had made him a hero to his 


Idyllic stories are told of the Khan 
Saheb s early exploits in Madras music 
circles. His association with Smt. 
Dhanam and a host ot other Karnatak 
celebrities often resulted in championship 
contests, four de force and music Mar- 
thons of a high order in which the Khan 
Saheb measured the strength of the 
Hindustani music technique with Kar- 
natak veterans. Once it happened that 
Smt. Dhanam was sinqing to some of her 
admirers, in the midst of which the Khan| 
Saheb put in his appearance. She was 
rendering on the Veena, Karnatak Atana’ 
in such a masterly way that the Khan 
Saheb sat still, thoroughly engrossed in 
it. 

After the Alap, when she rendered 
a famous "Padam" by a well-known Kar- 
natak composer in the same Raga, the 
beauty of stylisation and marvellous tech- 
nique captivated the Khan Saheb, and he 
came out with unstinted praise for her 
marvelious performance. He openly 
saluted her as "Veena Saraswathi". 


innumerable South Indian fans who are even 
to-day full of Abdull Karim Khan’s stories. 

Kapileshwari Buva s Mission 

After Abdul Karim Khan, the late 
Manji Khan, son of the late Ustad Alladia 
Khan, visited Madras. He was followed 
by Vinayakrao Patwardhan, Narayanrao 
Vyas. Roshanara Begum, Kesarbai and 
Hirabai Barodekar, and all of them w©re 
hailed as musical ambassadors. The 
latest Hindustani artiste to visit South 
India is Kapileshwari Buva, one of the 
able exponents of Abdul Karim Khan s 
school. Unlike other artistes, he con- 
verted his visit into a sort of music 
mission to know and to be known by 
Karnatak exponents. 

He attended the Madras Music Con- 
ference early this year* and addressed 
the Expert Committee ot he Madras 
Music Academy under the presidentship 
of Maharajapuram Viswanatha Iyer. He 
gave a demonstration of a few Hindustani 
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anFthi°h brin9 °5 - he fu "damental unity 
ana the basic affinity between the Hin 

His exS Karna,ak ^sterns of music. 

imDressed 1 WaS i 01 a rare and 

musi^nT n, .! 9a f Xy of Karnatak 
musicians. During his stay in Madra c 

Kapileshwari gave a number of public 

confab wllh # concerts and established 
inn ^Tin^ b f ° ,ern ° st exponents includ- 
h,!Li7£ r Varadachari, Smt. Sub- 

bulakshmi and Rukmini Devi of 
Kalakshetra. 

Musical Affinity 

, . * n A tf ? e s P ecjal Concert arranged for 
im at Adyar by "Tiger" Varadachari and 
Rukmini Devi, Kapileshwari Buva gave a 
demonstration of the Hindustani hiqh 

rf<S h C ,q i Ue ^ d its parallelism with Kar- 
[J-r yL.- e ^ hn,que - According to him (1) 

natak^ , r 9 ? U ? tan,) fj d ^ arahar apriya (Kar- 
natak) (2) Jogia (Hindustani) and Saveri 

(Karnatak) (3) Kaliyan (Hindustani) and 

Yamuna Kalyani (Karnatak) (4) Bac eshri 

(Hmdustani' and Sri Ranjani (Karnatak) 

(5) Puriya Danasari (Hindustani) and 

t P ^ tUVa ^ (Kamatak ) < 6 ) Pj,0 ° (Hindus- 
^i) an d Girvam (Karnatak) (7) Rageshri 

and Natta Kuranji (Karnatak) 
(8) Mangal Bhairava (Hindustani) and 
Chakrvahani (Karnatak) and (9) Mishra 
rvari (Hindustani) and Ananda Bhairavi 
(Karnatak) can be bracketed for their 
affinity and allied study. 

The recital was whirlwind success and the 
sponsors, Tiger Varadachari and Rukmini Devi, 
congratulating Kapileshwari wrote in the press "Last 
night, Ustad Kilkrishna Buva gave his first concert in 
Madras at Kalakshetra, Adyar The beauty of his 
singing was reminiscent of his great Guru Abdul 
Karim Khan, and he proved a worthy disciple of a 
rare genius. BaJkrishna Buva sang into the hearts of 
the audience by the purity of his classic Hindustani 
style and by the devotion and love of beauty he 
expressed through his music. We hope that Madras 
will take advantage of his presence and recognise 
him, thus paying homage to his Guru who was so 
loved by South India". 

Apart from his exploits in music 
circles, Kapileshwari Buva did a piece of 
good work for Bharata Natya also. Ruk- 
Rjini Devi learned from him the well 
H<e o wn "Pad" of the late Khan Saheb 
Oogicha Ka Kanta" in Mishra Kafi and 
nasa Hasa, Garv Lagaoon" in Shuddha 


tak?, f L a T Ce recital - Bhara,a Natya 

ntP n J t =fi H ' n ^.u and Mara,hi " Pad s" for 

relT , a themes . is bound to prove 
revolutionary in its effect, as the danrp 

the tanm ,f al i' lndia a PPeal and remove 
at present 96 barners which handicap it 

it -i T ^l labours of pioneers like 
Kapileshwari Buva should result in 

e / F ontacts between Hindustani and 
Karnatak musicians. Votaries of resnec- 
tive schools should acquire a basic 
knowledge of the other system, without 
which there cannot be a fullscale 
progress. The present policy of uncon- 
SGious pilferage or planned plagiarism on 

both sides wi I only lead to devaluation 
ot the music styles. 

Federation of Music 


The constitution of Indian music is 
a beautiful and natural evolution from- 
w ^' ch Cabinet Missionaries like Cripps 
and Pethick Lawrence can take useful 
hints, without attempting to erect a 
Tnsangu Swarga" of Indian freedom 
The music system of India is a grand 
federation of high melody, the Vadi (Prin- 
cipal), Samvadi (allied), Anuvadi (neutral) 
and Vivadi (belligerent) Swaras goinq to 
make constituent units. There is no con- 
flict between the centre and the proWn- 
ces. On the other hand, both of them 
conspire to produce tuneful flow of 
melody. 

There is no demand for Pakistan 
despite solid contributions of stylists like 
Amir Khusru, Sultan Husain, Emperor 
Shah Mahomed Shah and Nawab Wajid 
Ali Shah. Swarni Haridas, Soordas and 
Mira Bai who used music as an instru- 
ment for liberation had no "Akhand Hin- 
dustan" imperial dreams. Swami 
Purandaradas and Tyagaraja had no 
Dravidastan ambitions, in spite of their 
being the makers of Karnatak music. In 
the march of ages, Indian music marks 
the tnurnph of fusion and absorption of 
a varied cultures. It is a glorious 
panorama of federation of races and 
cultures, without compulsory groupings 
or provisions for "opting out". 






31 


'( t ft 


< Best Compfhnents 


from 


j a 


< 14 %# ‘Wisher 


Cultural Scene in Mnmhai 

A Veritable Feast 


It whs back to Randal Cutchoris in 
November, 1996, and the 3-day Winter 
Festival of Music organised by Shanmuk- 
hananda, commemorating the Birth Cen- 
tenary of Sangeeta Samrat Chembai 
Vaidyanatha Bhagavathar, turned out to 
be a grand affair. The artistes, Hyderabad 
Brenners, Neyveli Santhanagopalan and 
Kadri- Gopalnath (Saxophone), made 
their mark with reverence to Sangeetha 
and the Samrat. 

The two vocal recitals by Hyderabad 
Brothers (Seshachari and Ragavachari) and 
Santhanagopalan were certainly a class by 
themselves, heightened in quality by excellent 
support Violinist Sriram Parasuran and percus- 
i lists K. V. Prasad (Mridangam) and N. 
Govindarajan (Ghatanm gave. 

Seshachari and Raghavachari have risen 
to the top within a short period specialising in 
duo- singing. 

Vocal dueting had depleted after the demise 
of Alathur Brothers and the vacuum has to an 
extent been filled by the Hyderabad Brothers. 
Their excellent sense of Sangeetha and 
Sahitya, their aesthetic felicity to mould the 
structure and Sangathees without mauling the 
Sahitya and giving the uchcharan its rightful 
place, their lucidity of Swara enunciation in a 
dialogue and above all their voice synchrony 
made the concert an aesthete’s fare. There 
was some murmur among the audience that 
Seshachari was domineering over 
Raghavachari and took over a major chunk of 
Alapana segment. It was however obvious that 
Raghavachari had some voice trouble and he 
conserved his energy for Kriti renditions and 
Swara dialogue. He revealed his Manodharma 
in the mid-octave delineation of Mohanam. In 
which he showed his mettle as no inferior to 
his brother though with a voice that had more 
softness and subtlety by than the volume of 
his sibling. 


Whatever that be the overall presentation 
was impressive and weighty. Seshachari’s start 
and finish of Mohanam were exquisite, and 
hari the Gathra touch. However it was Sriram 
who excelled in bringing out a distilled pure 
Mohanam, (It may not be out of place to 
mention here that Mohanam in its modern-day 
Avatar’ has acquired some suave nuances of 
Mohana Kalyani and musicians young and old 
do not bother the 'onslaught, if one may use 
the word, as the aesthetic beauty in their 
opinion, is only enhanced by such ’blend’. But 
Mohanam, the pentatonic charmer, needs no 
such subtle blends. It can enchant on its own 
native aesthetics. Very lew adhere strictly to 
the tenets of tradition) . 

The other highlights of Seshachari’s 
Alapana were Sriranjani and Janaranjani. Both 
these Ragas had fine expositions, reflecting the 
flourish in an aesthete s imagination. Janaran- 
jani is not usually taken up for Alapana. 
Seshachari not only delineated it quite succinct- 
ly but put heart and soul and into Smarane 
Sukham Rama Nama , the moving Kriti of 
Tyagaraja. 

e Brothers' Bhuvinidasudane was not 
only a Kriti not much sung these days but an 
object lesson to students of music in properly 
moulding the Sahitya to the Sangathi structure. 
Aviveka Manavufu Kori Kori, they sang as it 
should be, not the melody-dominant 
Avivekama navu/u Kori Kori which musicians 
usually sing. There is no excuse for Padach- 
cheda. One should sing at least with a proper 
Sahitya sense if not a Sahitya-feel. 

Niraval was conspicuous for its absence in 
the duo's concert. Any attempt at it was 
confined to a couple of stances. With their 
vision in music, their felicity with Sahitya and 
Sangeetha. they could have made a concep- 
tual contribution in this segment. But they chose 
to hasten to the Swaraprast haras, where they 
entered into a dialogue that was marked for 
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lucidity, lyricism and an elusive 

Jf To which Sriram added h,s own fabulous 

imagination. 


Mohana Rama alter the three-tier- Alape i ^ 

referred to in the beginning, WS 
magnificent rendition with fine-textured San- 
gathis and felicitous Swara dialogue, 
percussion Thant was woven in the 

intricate facet by Prasad and G ° v "^ ar ! 
keeping everybody eagerly engaged. The I uk- 
kadas also exuded classtcai essence. 

A chela of Madurai T N. Seshagopalan 
though, Neyveli Santhanagopalan, of late is 
emulating the late Madurai Mani Iyer almost to 
the extent of imitating him, and straining his 
vocal chords. He concentrated on Niraval- 
Swaras besides Alapana; and Kriti rendition too 
received an evocative treatment. But too much 
of an open throated singing defying the strain 
only strained the musical effect. Overlooking 
the soar-points one enjoyed his music for what 
it was worth. 


„ sahitva, using Yati aesthetics to bring out 
a varied meaningful phraseology, eg., Bhakti, 
Rasa Bhakti, Sudharasa Bhakti, Raga Sud- 

Tarasa Bhakti, Bhakti Rasayuda... Swara Raga 

sudha " etc,. The spontaneity showed the 

artiste’s involvement. 

If Sriram utilised the facet to come out with 
his versatility too, Prasad and Govindarajan 
showed their prowess in the Thani each with 
his originality and individuality ’stroking his own 
way in smooth spontaneity in Tlsra, Khanda 
stances without hampering the other, yet 
synchronising with felicity. It was a fine example 
of music in its imaginative high. 

Santhanagopalan’s post - Sankarabharana 
fare was equally weighty. But what intriqued 
one was his casual rendering of a Pancharath- 
na in the middle of the concert with slips and 
slurs. Its non-inclusion may not have affected 
the equilibrium of the repertoire, but its 
mechanical rendition did. 

The third of the Winter-festival was an 


Especially his feel for the Sahitya, evocation entertainment by Kadri Gopalnath. He has no 
of the mood was impressive. The Niraval- doubt harnessed the loud Saxaphone to Kar- 
Swar a- sessions in Deva Deva natak Gamakas and nuances. Nevertheless 
(Mayamalavagowla), Nada Tanumanisum his resort to frills and gimmicks brings excite- 
(Chittaranjani) were melodious. Though the ment and not evocation. Added to his own 
expansive Alapana of Pantuvarali was entertaining mood was Kanyakumari’s Violin, 
developed on Akaara the plea in Raghuvara newly acquired one with amplifier attached, 
Nannu Marava Taguna was touching. And the which matched the tone and volume of the 
Niraval at Manasuna Neeke Marulu Konanu Saxaphone, Result? Musical jamboree, 
was truly an Anjali to Chembai (this Raga and 

Kriti were both one of the favourites of the Amidst the fireworks, there was some 


Samrat) , and tellingly rendered bringing out the sensitive music, flashes of Gamaka - laden 
essence of the theme. Sangathees that helped sustain the concert. 

The stance Tar aka Nama in Ksheerasagara 
Soar-throat upset Santhanagopalan’s (Devagandhari) had the subdued tonal 

Sankarabharana in upper reaches, the elegance while the Kriti in general was plain- 
Alapana, >eing pure traditional format tended coated, 
to be 3 demonstration to the students of music 

of the Raga's unique phraseology (Pidis). Gopalnath's Hamsanandii exuded poig- 
Sriram made a magnificent edifice of the Raga. nance. His modulation, soft toning of the 
The Ati Viyufamba rendition of Swara Raga instrument, testified to his reverence to Samrat 
Sudharasauda Bhakti was perhaps the Chembai and he dedicated the Kriti, 
epitome of his spontaneous skill in Niraval. The Pavanaguru to the Guru. The reverential mood 
Pallavi stance elaborated in Niraval gave the was carried through in the Swaras too with 
artiste an enormous scope to weave through pauses and punctuations. The sweet - toned 
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Kanyakumari emerged in the Aiapana, makinq 
rt evocative in the bass. 

The duo were once again involved in an 
evocative delineation of Kapi, taken up for the 
major Rag am - lanam - Pallavi. It was here 
that the tnje classicist -traditionist in Kadri 
surfaced leaving aside all the performing jig- 
zaw. The lanam was excellently delineated. 
Needless to say that Kanyakumari was once 
again her natural self, irrespective of her 
fascination for her new Violin. The Pallavi and 

Ragamalika Swaras did add io the excellence 
of the RTR 

The Thani by Guruvayur Dorai (Mridan- 
gar t), N. H. Jayaraman (Kanjira) and Ban- 
galore Rajasekhar (Morsin j) presented an 
interesting facet as he ace Mridangist wove 
patterns of interesting combinations inspiring 

‘ ! 11 i ; if to play with intelligence and 

imagination. 

❖ ♦> ♦> <♦ 

The concluding series of Talent Promotion 
Programme featured artistes who are already 
stars’. Vijayalakshmi Subramaniam and V, 
Shankaranarayan featured during Navarathri 
are natural artistes, honed finely in traditional 
Paddhati and are at ease in performing art. 

Vijayalakshmi’s training under stalwarts like 
Shri S. Rajam, Pro . TR. Subramanian and 
Shri V. R. Krishnan has honed her to be deeply 
introspective and innovative. A Programme 
Executive of the AIR she showed a perspec- 
tive in her repertoire and rendition. Though high 
pitched her voice is melodious and has ex- 
quisite felicity, flourish and finesse. And the 
performing trio, besides herself, Dr. Narmada 
(Violin), J. Vaidyanathan (Mridangam) made a 
grand team of performers. 

Her Saveri in the early phase was pleas- 
ingly evocative, exploiting the Shadja Varja 
Prayogas. The inherent lilt in Syama Sastri’s 
Sankari Sankuru was enhanced in the spon- 
taneity of swaraprastharas. S. Rajam’s hand in 
bringing out the elusive charm of Vivadi Mela 


was perceptible in her rendering of Koteeswara 
Iyer s Snngara Kumara in Varunapriya. 

Two of the traditional Ragas, Kalyani and 
Bhairavi, she took up for major delineations 
bore testimony to Vijayalakshmi’s versatility. 
With i he kaleidoscopic play of tone-colours and 
artistically woven phrasings which reflected the 
enchantment as well as sustenance of the 
Raga, Kalyani glowed in its euphoneous 
beauty. Bhairavi, picturised in its traditional glory 
radiated its brilliance and orandeur 

Bhajare re Chitta Balambika, Dikshitar s 
monumental piece dedicated to Vaidyanatha 
Kshetra Devi in Kalyani was interpreted and 
improvised in Niraval in the spirit the Raga was 
picturised. And the Khanda Triputa RTP in 
Bhairavi, a Yati Pallavi, 'Maheswari Kavuma 
Uma Ma Mathangi Markathangi Mamava was 
a methodically rendered number where both 
Narmada and Vaidyanathan joined with equal 
felicity. In fact, Vaidyanathan's Thani after 
Kalyani n ( , melodically woven intricacies 

in Sarvalaghu ease. He is shaping up very well 
playing with "Anusaranai" and Sarvalaghu. 
There is ’Sowkhyam’ in his strides and strokes. 

A Mechanical Engineer, V. 
Sankaranarayanan proved a seasoned artiste 
Trained in the Semmangudi School by Guru 
Vagai Gnanaskanian, Sankaranarayanan 
seems to have acquired a style of his own 
assimilating the essence of other Banis. His 
home is a musical treasure house. Father 
Venkatas ubramaniam is a musician - ad- 
ministrator, a Trustee of the Saraswati Vag- 
geyakara Trust. A constant interaction with the 
music world and maestros has its own ad- 
vantage. especially accruing from "Kezhvi 
Gnana". 

Sankaranarayanan has a voice that has 
both power and resonance, volume and fluidity. 
With creative instincts he explores the depths 
of Ragas and picturises them with aesthetic 
flourish. His Lalitha testified to this in the 
opening phase. Syama Sastri's Nannu Brova 
Lalitha naturally was invested with an elegant 
poignance. 
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Sankaranarayanan is one o* the 

'**S£ I S»«w» 

The much - rendered treatment 

of Tygaraja was given a ret 9 

w «- «•"■* «KS 

at Inakutabda nee Vegani Moonakshi 

their best, 

Hemalatha (Violin) who has been acconv 
parrying many a talent in the promotion senes 
along with her father-mentor Rangachan giving 
support on the Kanjira showed enough promise 
to be promoted to a major slot. She played 
with ease and felicity. Tiruvidaimarudur 
Sankaran equally rose to the occasion with Ins 
Mridangam strides. 

To sum up. the finale oi the Talent Promo- 
tion Series in October was marked for melody 
reigning supreme. The inauguration of the 
Tower Block Convention Hall for Sangeet with 
veteran T.K. Govinda Rao presenting an intel- 
lectual music followed by the Talents’ with 
extraordinary prowess and promise augured 
well for concerts as the following musical event 
testified to. 


,, /Mnhanam) and Sarasa Sama 
Shauanu/ha lM chatura , (Kapinarayani) , 

DanS s rrXg Teerada Vilayatup pMai. 

r s? tss «*> 

showed his aptitude for Alapana and Kalpana 
Swaras. . , . . . 


The Talent Exposure concerts the Shan- 
mukhanda Sabha has been organising regular- 
ly, presenting the students of its Sangeetha 
Vidyalaya as a"Concert Practice" session, had 
two youngsters in November who showed 
promise. t t j 

Little Ramakrishnan sweetly twanged the 
hearts of his listeners while making his bow on 
the concert stage. Pretty small for his age, he 
showed ample confidence and competence to 
play on the Violin. His bowing was soft and 
sweet and his fingering clear and melodic, 
Starting with Sri Raga Vamam, he played 
Annamachaya’s Vandeham (Hamsadhwani) , 
Devadeva (Mayamalavagoula), Tyagaraja's 


Here is a child artiste who is sure to make 
strides. He is in the right hands of Smt. Visalam 
Vaqeeswar, a traditionist who has trained him 
weN and guiding him on the right direction. K. 
Kumar (student of Shri T. S. Nandakumar) who 
has accompanied at all levels of talent presen- 
tations, enhanced the concert quality giving the 
percussion support. 

Another quality ’Exposure concert was by 
V. Ramaswamy, a student of Engineering, who 
is equally interested in learning both the 
science and art of classical music studying for 
his Diploma in Music (KVC) of the University 
of Mumbai and presently being trained for 
practical by Jt Director Kalyani Sharma. 
Ramaswamy has had training under many 
teachers, such as Smt. Kamala Parames- 
waran, Smt. T. R. Balamani and Smt. Susheela 
Mani under whom he still continues to learn. 

Endowed with a good, felicitous voice he 
has done his home work well with discipline. 
There is a creative impulse that takes him well 
on the improvisatory path. The Ragas of 
Dharmavathi and Sankarabharanam he dwelt 
in detail showed his enthusiasm and energy. 
However a slight overemphasis on Nishada for 
instance led to nuances of Kalyani in Dhar- 
mavathi. Such flights of imagination could 
easily be corrected once he keeps his ears 
and mind open to the science of Ragas. His 
Bhajanaseyarada was neatly rendered with 
good Niraval - Swaras. 

Sankarabharanam was measured and 
methodical and developed melodiously too. 
Akshayalingavibho shaped up well in a major 


Earlier he impressed with Sri Maha 
Ganapathim (Nattai) appended with brisk 
paced Swaras, Anupama Gunambudhi (Atana) 
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and Entarani (Harikambhoji) , (His Harikambhoji 
too required some trimming as he unwittingly 
got into the Gandhara a shade different!) His 
Tukkadas were equally good. 

Lakshmipriya, a student of Sangeetha 
Bhushanam T S. Krishnaswami and his dis- 
ciple Smt. Visalam Vageeswar, and who had 
a stint in training the freshers at the Vidyalaya 
(she had recently cleared her Shanmukha 
Sangeetha Mani Certificate Examination) ac- 
companied on the Violin amiably. Kumar's 
Mridangam was adequately inspiring. 

❖ ❖ ♦♦♦ ♦> ♦> ♦> ♦> 

The series of Vaggeyakara Days for the year 
commenced with Deepavali on which day Sri 
Mnthuswamy Dikshitar shed his mortal coils 
161 years ago. After celebration of the festival 
in the morning it was a solemn Sangeetanjali 
in the evening where major chunk was taken 
by the students of the Sabha’s Vidyalaya. 

The Sangeetanjali commenced with a 
Veena duet by Janaki Krishnamoorthy and L 
Subramaniam (students of Smt, Kalyani Shar- 
ma) both of whom cleared the Examination 
held for Shanmukha Sangeetha Mani certifi- 
cate. They played Sri Maha Ganapathi 
(Gowla), Saraswati (Hindolam), Bhajare re 
Chitta (Kalyani) - which seems to have reap- 
peared in the concert circuit this season after 
a lull and Kanchadatayadalshi 
(Kamalamanohari) - showing good Patanthara 
and meticulous clarity. Shram's Sangat on 
Mridangam had a melodious ring. 

The percussion accompanists for all the 
sessions were students of T. S. Nandakumar. 

Ranjani - Subha - Guru mani Krishnan 
(students of Smt. Meera Nathan) accompanied 
by V. Anand (being trained by R, Madhavan) 
on the Violin, Santosh Chander (Mruiangam) 
and Sriram (Kanjira) rendered an Abhayamba 
Navavarnam Jaya Jaya Abhayambikayam 
(Sankarabharanam) besides Sii Sarasvathi 
(Suddha Saveri), Varadarajam (Saranga) and 
Mathangi (Ramamanohari). The renditions 
mostly were in middle-tempo. 


Rajalakshmi Rajan, yet another student of 
the Vidyalaya was in a fine form, presenting a 
couple of 'new finds’ from Dikshitar’s repertoire 
such as Jaya Jaya Lakshmi" (Hindolam), and 
Srt Madhurapuri Viharini (Bilahari), along with 
the well known AhHandeswari (Dwijavanti) 
and Sri Kanthimathi (Hemavathi). She has a 
melodious voice and felicitous range She has 
had her training under Smt, Padma at Delhi 
(Vidwan O, V. Subramaniams’ daughter) and 
is now under Smt. Prema Krishnan. Given 
proper guidance she should come up as a 
promising performer. Satish Krishnamoorthy 
and Sriram were the percussion pair while 
Anand played on the Violin. 

Radha Santhanam, a product of the Central 
College of Karnatic Music, Madras, has 
resumed her musical career after a gap of 
several years. Though she has to restore the 
sheen of her voice and repertoire, she sang 
with passion in a somewhat open-throated 
vocalism - Parandamavathi (Dharmavati), 
Pali imam (Mohanam) Anandamritha Karshini 
(Amruthavarshini) . She is under the tuteleage 
of Smt. Kalyani Sharma now. Accompanying 
her was Parvathy Shankar (Violin) and Sriram 
(Mridangam). 

Smt. Subha Kailas (who was initiated into 
music by her mother and trained by Shri T. S 
Anantharaman and Shn P. N. Krishnamoorthy) 
presented in the style of Pracheena Paddhati. 
She has a good voice and with more Sadhaka 

ip 

could do better. Her repertoire con iprised 
Valiabha Nayakasya (Begada), Akshayaiin - 
gavibho (Sankarabharanam), Sn Lakshmi 
Varaham (Abhogi) etc. Anand and Satish 
Krishnamoorthy provided the Sangat. 

Shri Nandakumar paid his Anjali too with a 
Kriti of the savant. 

The other Vaggeyakara who was remem- 
bered, was Maharaja Swati Tirunal (on 
29/12/96) In this Anjali that happened to be a 
concluding programme of the year, a majority 
of Srnl T R Balamani’s students participated. 

The Pataantara patent was there. While some 
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tried to overplay it. one stuck to it with a natural 

ease. 

Radhika Subramaniam made her mark 
singing with a practised ease Wd Mtnp ^ j 
Her voice has gained in felicity an 0 . . 

has acquired a lustre. Her Pahipankap (Useni) . 
Kripayapalaya (Charukesi), Alivem (Kurinji 
partem) and a Hindustani Chaliye Kunjanume 
(Brindavani) reflected the forms of compos'- 
tions the Maharaja deatt with. 

Meera Mahadevan, who is shaping up as 
an amiable accompanist supported her on the 
Violin while a senior Mridangist Shri Raghavan 
provided the Mridangam support. 

S. R Venkatesh who has been featured in 
the Sabha’s Talent Pramotion Programme, had 
all the makings of a performer. Only his voice 
was not so co-operative. There was yet some 
sensitive musical moments when he sang the 
Maharaja's Navarathri Krrti Devi Jsgajjenani 
(Sankarabharanam). The other two were Deva 
Deva s in Mayamalavagowla and Purvi 
Kalyani. Accompanying him on the Violin was 
V. Anand who is picking up the art of accom- 
panying. He was the opener of the Day’s Anjali 
Programmes. Having had early training under 
Smt. Janaki Subramaniam, he is now under 
Shri P. N. Krishnamoorthy. His is an open- 
throated vocalism and he presented Pankaja 
Lochana (Kalyani), Krupaya (Charukesi), 
Paripalayamam (Reethigaula) and Sarojanbha 
(Chakravakam). Meera Mahadevan and 
Raghavan gave good support. 

Suresh Krishnaswamy’s voice is his power. 
Rich and resonant it has flourish and felicity. 
But tempted into overmuch frills it tends to be 
counter productive, at times intruding into Raga 
nuances. With certain restraint Suresh can 
easily overcome this and make his music truly 
appealing, reflecting its resplendance, and 
making his mentor Balamani proud 

His Sri Kumara (Atana), Sarasijanabha 
(Todi) and Rama Rama (SimhenUramad- 
hyamam) were good selections and had mo- 


nts nf excellence despite a few frills off mark. 

Young SujaJha Nair who is making stndes 
both in Bharata Natyam and Karnatak music 
showed her competence adhenng to the 
paataanthara. Starting with Kap, Varnam 
Sumasayaka, she rendered Rama Rama 
(Bhupalam), Mamavasada (Kanada), a Hindi 
Bhaian and concluded with a Padam 'Alarsara 
parithapam (Suruti) . Anand and Narayanan 
Namboodiri were the supporting artistes. 

Bhavani Srinivasan, a product of the Sabha 
Vidyalaya and- a Diplomate had voice problem 
but managed to pay her Anjali with the violinist 
Meera Mahadevan and Sriram-Kumar's 
Mridangam -Kanjira giving solid support. Her 
fare comprised Paramapurusha (Vasantha), 
Paripalayamam (Reethigowla), Pranayam 
Santhatam (Hemavati) and Sarasijanabha 
(Todi). 

It was heartening to note that none resorted 
to script singing. 


❖ ♦♦♦ ♦♦♦ ♦♦♦ 


The 114th birth anniversary of Subramania 
Bharatiyar this time was celebrated on Decem- 
ber 8 on different strokes. A programme entirely 
by the students of the Sabha’s Sangeetha 
Vidyalaya, nearly sixty students participating 
under the guidance, , preparation and direction 
of a dozen faculty members, the repertoire 
represented not only different facets of the 
Mahakavi’s creations but also their adaptability 
to different forms of composition. Ghana 
Panchaka Pada Varnam, Keertana, 
Ragamalika, Virutham, Kavadichindu, devo- 
tionals - all forms found a place in the Anjali 
to Mahakavi. If lie himself was a poet of vision 
and a musician of merit, his creations for their 
lilt and lyrics inspired the musician-teachers to 
tune them to various forms. The result; refresh- 
ing renditions of the Kavi’s poems. Many of 
the selections were rare brought to light, maybe 
for the first time, while those rendered in 
instrumental ensembles were popular hits. 


pSte'l ,he F>,0 " famme ■ N« of song., the Faculty tunes* „„„ studen| 


The Repertoire 


Prayer • Mangala Ganapathi 
(Preceded by Virutham) 


Gnakku Vendum Varangalai..., 
(Selection from "Vinayakar Agaval" 
Ragamalika 


Kannan Piranlhan 
(Ragamalika) 


Jaya Jaya Bhavani 
(Ragamalika) 


Endaiyum Tayum & Kani Niiam Vendum 

¥ 

(Ragamalika) 


Chinnan Chiru Kiliye - by 
Veena Trio 


Kannan Mananilaye & 
Ketta Pozhudil Porul Koduppan 


Bharata Samutayam Vazhgave 

- Violin Quintet 

— - #_ 


Aaththi choodi 

Vellai Kamalaththiie * Ragamalika 
Vilinaiyoththa - Kavadi Chindu 


Tunesmith 


Smt Meera Nathan 




Smt. Ganga Ramachande 




Smt. Ganga Ramachander 


Smt. Ganga Ramachand 


Smt. Prema Krishnan 


Trained by Smt. Janaki Natara,an 


Smt. R Sakuntala 


Trained by Smt. Visa lam Vageeswar 


Smt Meera Nathan 


Veeraththiru Vizhip parvaiyum 
Gan a Panchaka Pada Varnam 
Orchestra 


Jt Director Smt. Kalyani Sharma 


Presenters 




Subha & Ranjani 


Anjani, Bhama Mala, Kripa & Sindhu 


Aarti, Anusha, Harsha, Karthi, 
Ravishankar, Renuka & Senthil 


Balasubramaniam, Muralidharan Shine. 
Vasudevan & Venugopal 


Aparna, Divya, Ganesh, 
Gopalakrishnan, Jaya, Mahalakshmi, 
Radha, Rajalakshmi. Shalini, Sameer & 

Sudhakaran 


Vaidyanathan. Radhiika. Chitra 


Balatrtpurasundari, Indumathi Padma 
Prasad & Vasanti 


LakshmiPriya Ramakrishnan. 
Pradeep.Sudarshan & SriVidya 


Subha & Ranjani 


Veena - Janaki Krishnamoorthy. 
Raghat/endra,Subramaman. Ranjani 
Volin ; lakshmipnya. Ramakrishnan 
Mridangam : L. Shankar 
Kanjira : Sriram 
Vocal : Rajalakshmi, Aparna 
Sameer, Padma. Vidya and Vasanti. 


— — -~s- a - — - , r 

The accompanying artistes for Vocal presentations were : Violin : Lakshmipriya & Ramakrishnan 
Mridangam ; Devanand Menon (student of Smt,. Jayalakshmi G ) 

Mridangam & Kanjira : L. Shankar & Sriram (Student of Shri T. S. Mandakumar ) 

T IT Hi I U mrA a! O I « L i 1 r 1 '!. . J ^ i / a i * * >■ i 


Overall Production - m-charge & Direction 

Dr. Sulochana Rajendran - Director 
Smt. Kalyani Sharma - Jt. Director 

• Kinnari 




Review 


« STARS" on the air 


Th. twin conceits heW 
Radio on November 17, 1996, a 
bur Fire Arts auditorium, in com ■ 

Son ot Chembai Birth centerary were a 

welcome change. The artistes p 
were Jayashree Arvind ( Veena) ^ i d 
Vamanam (Vocal), both from ^mba^and 
of the younger group, who have mane 
their mark in the performing forum. 

Disciple of Sangeetha Kalanidhi K.S. 
Narayanaswamy, Jayashree displayed ma ure 
artistry with tonal precision and imagination. 
Her Swara Suddham and Manodharma came 
to fore in her Alapana of Kharaharapriya which 
she played following her opening kriti of Puliyur 
Doraiswami Iyer, Saiasiru hasanapriye (Natai). 
The choice of the her Niraval stance, the very 
refrain (Pallavi) of Rama Nee Samana mevaru, 
wherein Tyagaraja extols the peerless divinity 
of Lord Rama was apt and her Swaraprasthara 
slick and sweet, never exceeding the limit. 

After a brisk rendition of Dtskhiar's 
Kanchada layathakshi (Kamala Manohari), she 
took up Purvikalyani in a major Ragam-Tanam 
suite is a prelude to Meenakshi memudam 
dehi, another of Dikshitar’s monumental piece. 
Her fingers dancing on the dulcet Veena made 
the audience sway with the Raga. Her Niraval 
and Swaras, the consistency of Kalapramana 
throughout the concert spoke of her prowess 
and mastery over the instrument, not easily 
acquired. One felt the time constraint and 
wished the concert - duration were extended. 


-me Thani Avarthana 1 by P. S. Sriram 
(MrSngam) and S. Sriram (Kanjira) was short 

and sweet. ■ • 1 95 ,| 

The Vocal concert by Vamanan (a disciple 
nf Alathur Panchapakesa Iyer), accompanied 
by S Ramachandran (Violin) started off with 
Tvaqaraja’s Siva Siva Siva yana rada (Pantu- 
Varali) . His Alapana of Valaji, next, was superb 
and his rendering of Muthiah Bhagavathar s 
Jalandara with Swaraprastharas showed his 
confidence and mastery over the Raga. Fol- 
lowing an impressive presentation of 
Papanasam Sivan’s Samikku Sari Eware 
(Kedaragowla) , he dwelt on a Bhava-Purita 
Alapana of Todi for the Saint s 
Koluvamaregada._p\ ie could notice the sig- 
nificant absence of the repetitive Sangathees 
of Anupallavi and Charanam which bear no 
relevance to he meaning of the song. It was 
heartening to see the young artiste adopt such 
careful finesse to preserve the purity of the 

song. 

The Thani by T. S. Nandakumar (Mridan- 
gam) and Raghavendra Prakash (Qhatam) 
was well received. 

Vamanan rounded off with a Sloka from 
Narayaneeyam so dear to the late Sangita 
Samrat Chembai. Strung in a Ragamalika of 
Atana. Suruti and Madyamavati the Sloka was 
soulful. 

- Janaki Swamy 


& 
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SRI SHANMUKHANNDA FINE ARTS S SANGEETHA SABHA mcrn 

292.Ja,aiftan>ai Yagnik Marg, Mumbai . 400 oa 

•St Wishes to Members for a Xappy & Prosperous ^ 

9(ew year & TongaC j 

Managing Comm/f/ee & 7ru S f Board ( 

CULTURAL PANORAMA 
(Jan.- - Feb. - March - 1 997) 


PANDAL 3 - DAY JANUARY FESTIVA 1 
Programmes co-sponsored by 
Raymond Limited, Mumbai 
Sri Vasavi Group of Industries, Hyderabad 
Sri Sarita Synthetics Limited 
Sri Vasavi Florex Limited 
Sarita Steel Mills Limited 
Sri Vasavi Steel Industries Limited 
‘ Jayapriya Radios, Mumbai 

i« 1 1007 3 ' ° AV YEAR DANCE & DRAMA FESTIVAL 

Saturday Bharaianatyam by Kum. Smiths Madhav - Hyderabad 

y { Guru Smt. Rajeswaa Sainath , Hyderabad] 

Sunni ? 97 Dance BaJ,et “DASAVATHARAM- 

£ 00 n m -Produced A Directed by eminent Dance Exponent 

°' uu p,m ' Jayashree Nair (Mumbai) 

(Standi ? 7 ^ Drama " ,LUTH1N EKKANCiAL" by the 

7 pL Famous Mahalakshmi Ladies Drama Group Mumbai 

‘ Produced & Directed by Smt. Gnanam, the playwright. 

« nn? l in tl fL in9 ? ra T a hi 9 h J i 9 h, iP9 ,he Problems and difficulties encountered by old 

» ,l J eir .f® m ' lles i f nd m 0ld Age Homes and conveys the signal not to send 
cid people to Old Age Homes.) 

2-DAY SPRING FESTIVAL OF MUSIC AT PANDAL 
lfirt'1007 Shrl P. Unnikrishnan Vocal Recital 

io-j-iy97 Sangeetha Kalanidhi Dr. N. Ramanl Flute Recital 

Accompanists ; Delhi Sundararajan 
Maiinargudi Eswaran - V. Nagerajan 

VENUE : INDIAN GYMKHANA • GROUNDS, Matunga East, Mumbai 400019. 

Daffy Guest Ticket : Adult Rs, 25 /- Child Below 12 Rs 15 / 


7.15 P.M. 
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.11 jamil Is a i Festival 

2-Day Margazhi " Tiruppa ^ a ‘ ru ncheyaT Thilakam & Tiruppavai Chelvar 
BY Sangeetha pma, 

(Disciple of the Grtat Maestro Sh IK A p P (thasa rathy of Madra 
with commentary by Sankeertn Tiruppavai 

11 . 1 1997 -Aandal Thodutha Tamizharam 

Saturday 6.00 p.m Divya Prabhandam 

12-1-1 997 "Naalayirathll Navarasanga 

c.jndav and accompanied by V/o//n 

ft no q m Shri V. Balaknshnan Mridangam 

6 0 P Shri N H. Jayaram 

> if. i t i on\ 


26-1 1997 
Sunday 
7.00 p m. 


7.15 p.m. to 

9.15 p.m.. 


„ prouramnics tu mark Uepubllp Day Celebrations 

National integration P g Knmatlc Music Recitals 

mdusta.il ft . a c Hindustani Vocai 

97 Ms. Deepa Rnganath ( De, ” l > 

/Disciple of the renowned Maestro 

n Ustad Dilshad Khan & Ms. Parween ) 

n * Haimomum 

Shri Shantaram Jadhav ^ 

Shri Mukund Rajdev . 

o- „ Carnatic Music 

n to The popular Singer of Mumbai opcital 

n chri Shankar Mahadevan & Party flec/ra/ 

• (Disciple of the Veteran Guru Smt. T. R. Balaman, of Mamba.) 


Vaggeyakara Days: A Two-Day Saint Thyagaraja 150th Aaradhana Celebrations 

oq i i qq*t "AARADHANA DAY" - Goshti Ganam of , _ 

Tuesday the Saint's immortal TANCHARATNA KRIT1S" by the Teachers & 

8.30 a.m. Students, of the Shanmukhananda Sangeetha Vidyalaya and 

Bombay - based Vidwans & Vidwamsinis 

7.00 p.m, to Geethanjali Concerts 

9.30 p.m. 

29*1-1997 Sangeethanjali by Students of Shanmukhananda Sangeetha 

Wednesday Vidyalaya - A new dimension 

7.00 p.m to ❖ Selections from "Prahalada Bhakti Vijayam" 

9.30 p.m. ❖ Veena Trio ❖ Violin Trio 

❖ Srlrangam Pancharatnam ❖ Anjaneya Utsavam 

15- 2-1997 Saint Purandaradasa Day 

Saturday Dasanjali with Dasar Namas 

6.00 to 9.00 p.m. 

16- 2*1997 Syama Sastri Day 

Sunday Special Programme by Smt. Geeta Raja Voca! Recital 

6.00 p.m. to (A product of Shanmukhananda Sangeetha Vidyalaya 

9.00 p.m. under Vidwan Shri S. Ramachandran, Smt. Geeta also belongs 

to the Sishya Parampara of Sangeetha Kalanidhi Smt. T. Brinda ) 

Shri R, Madhavan Violin 

Shri Sriram Subbaraman Mridangam 

Shri Sriram Suryanarayanan Kanjira 

❖ <* ♦> * ♦> *> *> 


Violin 


❖ «> 

23-2-1997 Sri Papanasam Sivan Day 
6.00 -9.00 p.m. Gananjali 

Venue ; Shanmukhananda Tower 


S. Seshadri 
V.S. Amarnath Sury 

(Hon. Secretaries) 
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Book Review 


FRAGRANT GARLAND 

I he fn a , 9 L ar ” Gar ' and / Bio 9 ra P hical Dictionary of Carnatic Composers & Musicians! 

Book IV. By N. Rajagopalan (I. A. S. Retd) Published by Carnatic Classicak ’ 
Madras - 20. 1996. Pages 416, Price Rs 260/- 

It is really heartening to note that a reviewer, rather a researcher's plea that the senne nf n 
lands; be weened, that it may cross the north of Vindhyas, has been heeded to The Garland ctT- 
Rajagopalan has taken "a brief peep into the realm of the Hindustani's musicians" tr. , r ! 
stalwarts brought to light enchances the beauty of The Fragrant Garland. And once the franr'anr^ 
has crossed over the north of Vindhyas would it be long before it swept over the world 9 

As aptly observed by Semmangudf Srinivasa Iyer, the Bhishma of Karnatak music Rhri 

Rajagoplan took up (single handed) the pioneering work which Government and Universities shnnin 

have undertaken. And where from did he draw the inspiration for such an Himalayan task i You maJ 
hear it in his own words. y " Y0U ma Y 

Eariy in 1988 J was browsing through books in the British Council Library, Madras. I happened to see 
Slonimsky s B,ograph,cal Drctionary of Western Musicians and similar works of Oxford Baverl elc 
To my utter amazement, I learnt that Classical Carnatic music and even Indian mus,c had no such 
biographical work. Since none had done it, I decided to take up the work myself ' 


A providental ordain, indeed !. 

articles he h^^ermed^ SeemS l ° have quenched his thirst for research in the 

and Ett aya p u ran^ Tmf th i n it!^ ° f " ^ Venera,ion and love of Bharatis, both of Narimanam 

pieces of musical' essays. ^ m ° re 3nd m ° re evaluatlve outpourings which are master- 

wri tin ^ e t u e o T pas ® ag ® s which are a thrill to read and relish. One does not stop admiring his style of 
Meal h.ao^and lan9 “" 9 ' one «*• ■" "Madge of 

mo SSS S -^e~ptc7uS“' ’ ,i "’ 6 ° bbi " K "‘ Va ” a 

And he was no demon: but a Ghana Vidhwan of proven merit and fabulous fame... His Oigvijaya took 

a^h r?o Than '? U K ,h . e : 9h Se£ " ° f ar1 ' archi,ec,ure - sculpture and music. Kesavayya's ardent 

I 9mb tion was to hoist the flag of his success at that Wimbeldon of Music. He threw the usual challenge 

I „ nL L A Was awar ? ' hat 11 was lo P rove 10 be Rajah Serto,i requested Syama Sastri 

ot the Carnatic Classical Trinity to enter and save the prestige of Thanjavur Court. 

■ ilk* I / memorab,e contest saw Kesavayya handling the longest of Talas with a baffling 1 28 Aksaras 

(umt measures of time), the famous Simhanandara Tala presumabty banking on its high number of 
Aksaras per Avartta and also its numeral segmental break-up into six Gurus (8 Aksaras each), six 
Chatusra laghus (4 Aksharas each), three Plutams (1 2 Aksharas each), two Drutams (2 Aksaras each) 

§| and one Kakapadam (16 Aksaras). Surely he should have expected to confound his opponent (The 

■ Boobili Larwood would not have dreamt of a Bradman taking a Bat!) It was his ill-luck that brought Tala 

Prastara Syama Sastri into musical arena to face him. Sastri framed and invoked Sarabhanandana Tala 
which had oniy 79 Aksaras per Avartta. The herculean contest saw Sastri win and Kesavayya fading 
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W ‘ q ... Ab -Die success of Syama Sastci" is worth quoting as the 

The whole Chapter "Mystery B _ P ^ ^ Ta)a o) | esser Aksaras (with special signifi- 

author dwells in detail of Syawa SsaW ^ banked on sheer length and number of 

cance based on Sthalapurana) to confront his opponem 

Akshsras 

,. . „„iinhteninn and verv useful to the students of musk: in their 

Many are the Chapters lc arB T va aaraja his Panchratna Kritis. the discussion whether 
academics. The biographical details of Saint [ Tyagarap ■ m 

he is a Saint or a Poet, "Ranjayati Iti Raga" etc., are of great value. 

The fragrance of this Garland wafts through regions which have made great strides and signifi- 
cant contribution to the evolution and enrichment of Kamatak music. From Kaveri region, where the 
Trinity reigned supreme and rained soulful Sangeeth. the fragrance moves on to Mysore bringing 
out profiles of Mysore Sadasiv Rao Bakshi Subbanna, R.K. Venkaiarama Sastri and Sangeetha 

Kaianidhi, R.K. Srikantan. 

Then it is the "Pancharatnas" among Tamil composers - Muttvu Thandavar, Papanasam Mudaliar, 
Arunchala Kavirayar, Marimutba Pillai and Gopalakrishna Bharati- whose contribution towards en- 
richment of Tamil Isai in Keertarvas, Padams and Opera makes a significant landmark in the history 
of Kartanak music. As earlier mentioned the "peep into the Hindustani realm" makes a harmonious 
beginning. 

Underneath pleasing fragrance there is however poignance that dogs the music wodd and the 

author brings it to light with graphic precision. "Travails and Tribulations of an Artiste" and "Voice of 
Melody Cries' 11 moves you . 

Some more artistes Sst, anecdotes, incidents, musings and memories and usual pithy filters are 
there. And each has its own aura. 


Titles & Honours 

Here l» a "quotable quote" forthe Garlender on 

run havajhem thrust on their selves while some 

he react 7 H«a is What ££ 5 00 3 ***“* art * 8 ' 

Nobel Prize for Literature in 1946 hts acce P tance speech on the conferment of 

When I began to think ot what I should say to vou this 

the high honour which the Swedish Academy has on ^V to express very simply my appreciation of 

task, my business Is with the words; yet the words w , ° con ^ er °° me But to do this adequately proved no simple 

havingreceived the highest international honour wnittnT "ff? ^ Comrnand! Merely to indicate that I was aware of 

’ wouW b ® to c «t doubt upon the wisdom ni 00? ’° wha1 ever V one knows already. To profess my own 

a literary cr*c, approved the recognrtiong^ 1 ZSS* 1 * ** Acad^ny might sog^ - 

01 •* to mysel! *** ' thefetof ^ far granted that 1 

dittaren * ** ** 

^ J,haf ’ toe express* ot one's leelirms d , ^ d pLtbhc *9Ure ?... Since the Noble award is 

How did our vidwans feel, react and b h ^ uf resouf tanguege cannot supply .... 

^ WBre b lest wth the title Sangita Kaianidhi? 

• • ‘ -R.S. 


(Q&etranew ewfugg, ®S)0Gii0 syucsiu/ifteir 70 -eugj ld arris it lLul<svt 0<sns vemt 

l ySVJGU/TfE/ i&fLp 6U @S)0€1J (T&IT Dl . N. fj IDOTsf) 6WT &,<Stfl &ST <gj Gtf) <5l) 601 Hi ILj (SET) IJ tLjl (S\9 (0 ffj 01 ) 


si/ (3 si/ it it g goi ;?■ 5> &> go> cl’ (67) i 53)/ a raj ld sn) rid $ 0 siSl 06 i )0 <sro <o#y u u 5 ) 6 $t it 

Qy- Q&ktfT J <5lft 3>&>LJLIL — Co <51/ G33T Q QubtfiJ Ijjt > 6J fT)U(p6U&l g tU 7) fe7> a (L) IT (&) U> . 

Q&<o$r>r) 70 (p &> err rr « -iw ®Sl0Gv& > 6tv<oS)u 

su;jf)LL G&> ui57lf ;)) ‘/| i>_ i>v&)(j)<ov(£ tu /T(p GT&STtrii gn-ffl&srrTGi) LSltoViaujrT&irT &tf . 

tn &,&) fo'a) 4TST UJ IT LL&fT <S$£6 Vrr<rtT , ®S}gtf6l!$&,<o5)<oYT tl] Lb foSijtiUJJ, 9 fcm L J tLI IT (T 

rfl&>£tf <sn ifh <sv&)i t <s$t . ur/p <a5)^j/T<siS)isu ^ surra (efFfSi^ u u i_ /_ fii & git 

nf'^,^tU€O0<mr^ suww® s=rrev # &lrr)r$£ umnflujfT(^il). §)/50 70sugl 

LDSifT If) IT lL 637 ^ (ott> 61) <oU toST IT 8> <57 <oifl £$)&IT Co &> & fh Q &> (p &> 8}l 0^1 3>tT t — IT i£l IU U & 

Q&Gnj6)$UUbW&> GTGSIJfy L//T^i/5/«srf)<si) ^mif &{GrT } mL-lU 

COT G7 IQWt&i G&>fT<i7fI (6/^^) Co/7)fi9T. &<o$)UtLI IT GIGBT&ii LD 6 $T lljrrJ fij&) 

/5<S07/$. 


($ 1 ( 5 gi (jj>$<w<D 8 )Lb& r &rT cseoicu^rr «0< omrrr^l^l ^ 6 ti(T&®rr 

{£6m6U&S)LL iHl&rLJl J&tf <57 637 gy 6ff> /_ UJ Qu(ff)lh U IT & UJ LL IT 8> Co <51/ 

Q urfluj it nr (ft) &(Qf50 ^j&iuo)<mrr§iujrTe><oifijb. $ii<sijrrffi Qj(§uu^iL^.m 


g)ci)«Ss)iL/^§)6y/Lb, (Lp 0 & 6 luj * 3 KnjLD ff)fr)r 5 i gj si5) srr/i/@ si / grreo 

LCjaatfirTiA) * ' si^isrCotr) ^&T/0<oTn/_ijj (0® Lou (.old 


($ 6>"tn<y LDjL$<uV <oUf500(T (0Lb 


(f,nri)&,£fT (j$ au ( 75 ld t-Spri}#,} &umrr00 ssnfr e^sarCS/B st<537'Uiso>^ rjiliswm a(0L£> 
Quit (ll i;l 67637(^0 ^/(STTiol/ &>t—JT)0 Qu(fTj<SVUA 6J (T) U Q ® (0&}J . felt) <5U (£5 (T <SU (T & <LfT 

(tpto'OTe'OT/r (^3 > 6U6toLL&&JiT3> ^(000 Si IT <ZV 0 <SV 0/T&H 6T <507 3>(0 & 631 OJ LD IT LD «0W 

l JI_l_(LpLD, (Lp00i£llp Co£JCr^31<5L/ SlSi^fflLO <oV) ^O^STST IT <5V ^Qlfi3i3>LJ Quif)n}<o9T 

GTteitr U6S>0 &(0ti> Co U 17 01 feT<53 T&,(0 QU(0W ®yj<? £f) ^Gmt^FrglfDgl. 


a_<su©6«7 u<oV urr&fij&iiorflsvtib fffii^ 00 ^)^ST sum rr g)<5 &( 0 <swfr®fr 
(u>&&lujLLiT<s&r g) i— 06 vpu Qupjru 6 v($G%GTTpesr. g *s ) #<*0 ^ 0 irju>fT<nT <»( 30 , 
mtuiTLL (Lp0e$uJ6Ufb&s>!P urr( 0 urr(Q \Q&iUGU 0 rr)(& ) oS^xmi jp 0 ®SluJ ^(f^&Sl^ osir 

S-Ui0tUITSiUU($00UI-IL— L-. SST. 


UITJ0 (BrnLUL^TT UJ’Lb Qu(0Lb g«n<F<£<9T(75 Gift <$£?/■ , G1?G31(5337, GsUGM y, l3(fTj0I&&LD 
^3uj6siei)UjrT(§u>. g/ 50 (Lp&STU)} &($<53&(*rT)fffT l£}0>u uLp&aLmLm&sTgi Lfsv<sornij(0^<sv 
(Sr got u 0 fj (0 u<sv &rr£Tsrrri)3>ctT a_ dr <stt m . (tptiiSiGO &rr($)&;<aff)<sv si/efor (p&Grrirsu 
gj<sv<srr&&uuL-L- gi<suirj0§l£sr <su tfi uj it &> mirip^u ij(0i50 QuiTQpg] ssmi—irm 
^«i 5 ot)il/« G 0 «lL( 5) uy<dt\ 0 GST L/ei>GU/r/&/@^p6»GU* i 3 u^ 00 rrssr 

anr&fl0iren)^TT ^^%>tyt. «0Gift Qsu^j, (tpjsrf, euth#. 3/0 * tsuuj (tfigaShu 

Quuj'rr&miTgxuj '3fmtp**uu®&lpgl. g 
usu 61) 63> iSS <9! G17 <2^ 57/ <5/7 <58T . 
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LDSi 


0 61^6357 


6^6307 6537 607 $UJ ( o U tT&J ^ 6337 L _ S {J n S fj fhJ SfCtyLL LDtLJ frigid GTcktlULL 

Lnrrr 5 &rT&&r>®rT& , 6 iS? <so rii 0 & (65 tb , Lnrnb, Qsup, Qsrr ^<mscvn 

urrscugib &vg)}§irQg i , *3>!g]u$sj fBrriuesriLmm&mteo 

906 K/jnr 63 T ^^TrrujfBfTUj^TfTfT ($yido zmgluj Qurr^^j uss>sm uuuiij&ia 

J3/__|^063 t 676377// “ Q u rfltu ty /j f/6337 ” oSl (jjj 00/ r^rrib ^fSlSSlGrpmjj. 

/5/T637 (&>Lpdo <sum&uu^(3<s\)(Suj it^ul^l^^^u) 90 0©u>l/063)0<£ Gsrr^sy^j 

<oT<o$T£)j UfTL—l — GIST fT fT ^P^U^rT 0/7/7 77 UJ 6337 SIT L$ ^UJUJfT Si SIT GO GO (SjyiGO 

cu rr is! u u cv LD&rr si® 0 eu rr gw rr &> G)$) gw rzj &! uj gu rf . S jry <sy 6vrrr &> ®000 QurrrinGs 
prrm ^GurrlL^ih uuShr )S QuipGrocw. ^ 0 /G? 6 i/ gtgws^ ^&v^l<ournrtMrrs> ^iGmum sgii . 

lS)gwgw& gtgws>(S) (^(f^Gurrs oSl err (ii S uj <5ii rr gtgws^ Qf$(fi)f£jSuj &-n)<s$mrrrrafr 
^ fLDfTIT 'LDS>!TG)SlfEJ&iLb ^ 61/ /T/f , £g)61/0637 / — UJ Gil (T @1 Lt GV) U £|)/ 5/0 6l/0@0<S(0/ij 

U6U IT<ofSfSiU Q U 0 i£> < 9 ? Si 6 Y 7 G> 0 /f?(o 6 l)G>(/J GsU—U^(f^SiSiCVfTLb. {Sftpdo €U (T S LJ u §) do 
urrdouj G ld g& uj rr si sfi) cn r£i S uj lditgSI ^Giifr&i(GYi)G$}t_uj currSuty sni) i j , /. > 

<ori_L^rr&) §m0$^0, si$$ib t eoium s>i-($ u u rr ($ t wGmrrgfrijDLh 

(Lp &> <s6l uj 61 / ir) IT) rr gv ^gwt 6® cm uj rij njj oScnrii Sesr rr rr 


rrcusjj guuj^iGgoGuj 67 m <j > ^ ^fTfEjGsifrynib 



ffi/7637 <5F Co <7 /T/ cK 67 


cm) ) /J J -K 


sujuj ^rjmijlgGgm. (r^ <su rr ^ rfi do sidociS) uutycis Tjpi gu r$g f$nrcisT 6i5?(k)(u 


Si IT 6 D /E7 Si (off) 61) Q(y63763)637«(5 <°Ufh S)l LDITcSl ^CUfT SiSifh^LD S <oty UJ GUT IT & ^f tJD&f^Sjl 

(oLDg^jUj uuSirpS GlufpGfpcirr. 6T ggt &>(&) u&yG<m rr (Tj cuujsu Qurr(Lp^j Q&<obT6$)m 

rrSs> 77(65^63^ &<ov>uu5)d0 676370 0061/i_637 G&fTpS}} GUmSsi^LD GufX^ l 61 > L li 
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Qurrjj_\jj in rr <S$r Gt$ Si LD rr Si 676370 / 000 / 70 / 7 <K 6376 y 7 6176337 / 5706170 / GUtfSiSUD. 


61/ /7 cK 633 677 0 0ol5)/7 , 6U fT UJ U UK l—($) , ^637 S SiS(J^GlSl SCTT ^ SuJ 0/637ff7<R6i 

g>67fl Qujpjy 675)677/57, ©IU U 6 U U>*/T 6lS 0617/7 637 <R (60 637/ UJ 6777/5/^006370 /^6337/_ 

65/7 617 tD U ll (J) , cJV^i7 L/6 t5?00/, ^3/0637 S U) LJ U (T 637 ^ LOS ^5/ # u 77 L/ 61' 61/ 7/63> 7 ; 
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^QhUiuSGtncisT . 
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Qiesrgi (ipmBiUUtrrm &<3 affGffrfl Qffiup Glurr(Lpgl unaeurTpujui 

^«wr( 5 )*® 5 *@ &* P"™' ^^txijawmfiueir ^eiiitat&u. LB(§&iit&U) eurr®## 
5 «MiU®9*ir sSI&fUiT&r • • iBMtr sB^tstirrmffieniTff' ejSsirBS/© m(§Sljprrrr star. 

@ 0 -*® &^ 2 e, . ~ . 0 , isSAwrrmat&ui u**mrfruu> 

m «*» *> t» ®r iTlZfS JSWW. 

eurrSluussr^ njrreur tHff>tftfLD (3 

.. (Sineufr* Sietaffa aeaeoa^fi Q$rr<s*w® i pi) fry 

Qemtp ■ •() =® eOTT G ® *< ,*£) u©iu ^ib&UD&en ^meutstsmptutjb 

o-u^tX! rgrrenr w*u fonGhurraShsir urresretti^rfl otsbt/d $mn_ 

'M.fltipffUO Q9<U&<3*8®9"' ' SU '~ .._.. «| M/ir.jxri. n—,-.*. 

■ , xr rrrc rr/ ^ /57 < 9 ) c9i @ ff) (<9) fjji (LD & LD w & UJ &f 

L) .-\' jvrTrEiij0)ipGtoeQ (tps>®sf (Lp$<svrr& /5 * . 

^dr tgjoTtfl @«d* QpstttpasHU euLprsi® ®i70^G,;dsot. 

Gtowtom/H* <§y>™ dpur+m&D.* ®#«m *"**&* *''•*“$9 

*#&>** 0**8**- <*«W* &**&!** */ri_®« 

m eo ameotQ ifs^i-6sr Gffir&gl wrr®$& ^@iUm(Lpw sumr®. 1983eo rjwmsi) 
^ ff.tr t_t3 ^ u creirff) ehi^rrutm^em^ ^yrunS^ ffiusrrrr SOatff, (Siutbut—t- 

«bin^0/r<954>iDar g)/ 5 ^ajnra 5 )^/Lb, ^(3<Mrr&®u^<5n(3<5rr<svr. (Lpuu^j^ 

HujnjuiL l_ cj<so <s£\i£rr&&6tf)<5V misopgi 

Qmrrem® q<^surr/EJ<£i£<si) su^tun'.as; <95/r/5/Ti_<* & r£j <tir Qu(^<ssild€S)uj 
(SiDGU / 5 /r®< 9 > 6 rft 6 U urruiShu sumiiULi ffism &>g>s>/r)(<9) ff>rr<sisr Qu^s^lduu^^ 1 ^^ 7 - 


fo 37 . 


<95 /T / 5 /T 1 (K dF/5/^d5^@jp0 ^0<nn<? LDfT till ll^ l G> LD g fT tU &Q LD <o$T ft)] ^) €5)<9 

foU d) jy / &ST (T&jGfT &^jiyffi(f)fT(T&iffl. ^ @fflf LD (Lp<s£>?UJLDf7"<9> LjW<5V(TfZJ(&)Lp<5i) (SU fT ZD & (&) & 
& 6 SI 6 \)uS)&J ^)/ 5 £> LD.T GUL—l (f>LD fflff)fij^t LD&fT G>LD<oV)3>&><SrT fT& (51 %<SlfrfiJWtLj 

&rru (Frr^fu^/fliSSfiiT, /jrr^/jfr^/jrrsi/, G<*/TL//TSUi£jiUft' p gt&st&i} (§ 0 [&iT&)rT 

{S^trfTUJ^SST fflTiB ^jUJUJfT, Uj_, *$yt. LDff>IT(5$f£j&iLD (Lp&>(5)SlllJ LJ<5V 6)5}&)<5l HT<^T3i<5YI 
0 {!£f > <qQ')& LbfTtsuLLL—g<oin&>& (2 <Frir/5^ci/n-(Seyr ^ei/fr. S) 0 ^ «>in <ij , Q l/ 0 <ss> ll> 

eyfT0UJ0§l€9r LD (J 63) LJU^UJ , Lj®ffl08) 0 <SST <5$) LD <off) tU Oy U) LJ (T <3F ) l<5RfT &> &>! > ^ 
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ERICSON & RICHARDS (GUJARAT) 


Ship & Marine Surveyors, 

Ship Valuers, Fire Loss Assessors 

& 

Tank Calibrators 


187/2. Diwanpara Road 
Bhavnagar 

Cable Add.: "ERICHARD 1 
Telephone : 0 - 5185 
Res. 5980 



